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James MacMillan 
P o r t f o l i o of o r i g i n a l compositions submitted f o r the degree of Ph.D: 
Univers i ty of Durham, 1987 
The works i n t h i s f o l i o are not so much concerned w i t h s t y l i s t i c 
u n i t y and consistency as w i t h balancing a s t rongly subject ive 
expression w i t h the need t o shape the music i n t o an e f f e c t i v e 
dramatic (or even melodramatic) e n t i t y . I n achieving a successful 
f u s ion of these p r i o r i t i e s the eight works gradually u n f o l d 
various approaches t o handling melodic, rhythmic, harmonic 
and t e x t u r a l parameters. I n preserving and enhancing that which 
i s purely i n s t i n c t u a l there i s an emerging r e a l i z a t i o n throughout 
the f o l i o that i t has t o be submitted t o some exercise of the 
i n t e l l e c t , incorporat ing a degree of external pre-planning. 
This provides an ever-increasing secur i ty of cont ro l over my 
mater ia l and, I bel ieve, a greater sophis t ica t ion and f a c i l i t y 
of expression. 
Within t h i s general concern there emerges one other major 
t r a i t : a desire t o give expression t o received c u l t u r a l 
character is t ics from my own background, which i s Scot t ish and 
C e l t i c . This i s achieved e i ther by absorbing some element of 
Cel t ic t r a d i t i o n a l music or by employing some extra-musical subject 
matter as an ingredient , i e : a poem as.a se t t ing or as an in f luence , 
or some quasi-programmatic handling of natural or c u l t u r a l 
phenomena from my native country. However, the u l t imate purpose 
i n t h i s was not t o wr i t e ' n a t i o n a l ' music ( i e : any not ion of 
parody i s s tudiously avoided), but paradoxical ly t o a t t a i n 
an ind iv idua l vo ice . 
Commentaries f o r works submitted f o r the Ph.D 





1 ) . Study on Two Planes 1982 c. 14 mins 1 
2 ) . Three Dawn Ri tuals 1983 c. 9 rains 11 
3 ) . An rathad do dh 'Ard ta l l a 1983 c. 14 mins 21 
4 ) . Songs of a Just War 1984 c. 25 mins 33 
5 ) . Sonata f o r Piano 1985/86 c. 14 mins 45 
6 ) . Two Visions of Hoy 1986 c. 10 mins 59 
7 ) . The Keening 1985-87 c. 25 mins 71 
8 ) . Fes t iva l Fanfares 1986 c. 4 mins 85 
Appendix 94 
STUDY ON TWO PLANES 
f o r ' c e l l o and piano (1981/82) 
This work was commissioned by Peter .Evans wi th f i n a n c i a l assistance 
from the Scott ish Arts Council , and f i r s t performed by him and 
Steven I s s e r l i s i n the Reid Concert H a l l , Edinburgh on 
6 March 1984. 
-00O00-
There i s more than a chronological necessity i n placing t h i s 
work f i r s t i n my p o r t f o l i o , since i t also presents a clear and 
in t roductory example of the two p r i n c i p a l aspects of my 
compositional s t y l e . Because these two aspects apparently r e su l t 
i n two widely contrasted modes of expression, one could eas i ly 
assume that they were the work of two d i f f e r e n t minds. This was 
the case before the composition of t h i s work, and at t h i s time 
seemed to be a "problem t o be solved" rather than an 
advantageous a b i l i t y . 
Subsequent works i n the p o r t f o l i o w i l l show that the "problem" 
never f u l l y disappears but that i t i s "solved" i n various ways. 
However, the conclusion I have come t o about t h i s dua l i ty of 
i n s t i n c t i s that i t springs from an open-ended, open-minded 
eclecticism i n my creat ive nature which could have f e r t i l e p o t e n t i a l . 
Therefore, one w i l l u l t i m a t e l y conclude that any fa l se p r i o r i t i e s 
wi th the not ion of s t y l i s t i c u n i t y of purpose would be both 
r e s t r i c t i v e and unnatural . 
However, composing Study on Two Planes was an ear ly attempt 
t o grapple w i t h t h i s phenomenon. I know that I am not i so la ted 
i n t h i s respect and I have heard a number of prest igious composers 
discussing t h e i r own approaches t o various parameters where t h i s 
question can be an issue. For example, i n discussing h is t o n a l i t y , 
I 
Alexander Goehr claims a dual inf luence of two d i f f e r e n t 
experiences of post-romantic harmony; and i n h is Cello Sonata 
he f i r m l y set about t r y i n g t o "ameliorate between the two tonal 
s tyles roughly characterized by Faure and Webern".1 This was 
an obvious attempt to mould a new, u n i f i e d tonal e n t i t y , and although 
the basic dua l i ty of the problem i s s imi la r i n Study on Two Planes, 
the attempt at cohesion i s quite d i f f e r e n t . I t would, i n f a c t , 
be a nonsense t o attempt a fus ion of the two e n t i t i e s i n t h i s work 
i n a way s imi la r to G-oehr's, and so the consistent f a c t o r i n 
determining the s t ruc tu ra l considerations of t h i s work i s the 
deliberate and maintained separation of mater ia ls . 
The two planes i n the t i t l e are two extremely contrast ing types 
of musical ma te r i a l . The A plane i s i n a quite f ree atonal s t y l e , 
very gestural and f o l l o w i n g an impulsive, somewhat e r r a t i c 
dramatic development ( i n some ways s imi l a r to Schoenberg's technique 
i n Brwartunff); whereas the B plane i s f a r more s t a t i c and 
r i t u a l i s t i c , i nvo lv ing l i t t l e r e p e t i t i v e patterns f o l l o w i n g 
isorhythmic designs - the general e f f e c t being l i k e the t i c k i n g 
and pulsat ing of short recur r ing mot i f s on various tape loops of 
d i f f e r e n t lengths. 
The work i s sectional - ABABABA, w i t h the A sect ion developing 
by contract ion and the B section developing by expansion. That 
means at i t s f i r s t appearance the A section i s at i t s most 
f u l l y developed, and the f o l l o w i n g B section i s i n i t s briefest!-
and most compact form. When the B section re-appears f o r the l a s t 
time i t has blossomed i n t o a slow and expansive 'melody and 
accompaniment', the piano chords and rhythms s t i l l corresponding 
t o the o r i g i n a l color and t a l ea , against which the ce l lo plays 
a searing and expressive melody. This i s fo l lowed by the l a s t 
appearance of A which by t h i s time has been reduced t o the most 
1 From a lec ture given at the Royal Northern College of Music, 
12 January 1987= 
2. 
minimal series of whispers and whimpers and i so l a t ed , hesitant 
outbursts. 
TIT'!' A PLANA 
The fundamental i n t en t i on behind the music of the opening and 
subsequent re la ted sections was to use a series of gestures, and 
to mould them i n t o a dramatic soundscape. The formula t ion of 
these gestures was e n t i r e l y i n s t i n c t u a l and purely defined by 
t h e i r physical e f f e c t and dramatic shape, e i ther as i nd iv idua l 
un i t s or i n conjunction w i t h others. The pre-compositional 
thought behind t h i s music i s therefore d i f f e r e n t from that 
invo lv ing numbers, charts, graphs and even p i t c h planning. The 
bu i ld ing of such a music can be l ikened to a v i sua l a r t i s t deploying 
shapes of contrasted size, colour, density and violence i n 
moulding a dramatic whole. S ta r t ing wi th a few of these shapes 
( i n which precise decisions over p i t c h were of subsidiary p r i o r i t y 
t o the general r e g i s t r a l area i n which they were t o be placed) 
I then proceeded i n an improvisatory manner t o produce an 
unse t t l i ng and i r r e g u l a r swing i n both the physical and expressive 
natures of the music. 
Hovrever, w i t h subsequent analysis one f i n d s an a l l -pervas ive 
connective u n i t y between these gestures which, I s tress, must 
have sprung from a subconscious musical l o g i c . Ex,1 categorizes 
the f i v e p r i n c i p a l thematic shapes on the ce l lo and charts the 



















U r O - 1 IOR MSS. PAPl'.R.-B. & I :ci ba-r 2.4-
One could cut i n t o any sect ion of the A plane and trace the 
developmental j ux tapos i t ion of these shapes and fragments i n 
the ce l lo p a r t . For example, bars 9-20 proceed as fo l l ows : 
Bar Theme or fragment 
9 w 1 
9-10 e 
10-11 d 
12 var iant of w 
13 d 
13- 14 e 





e tc . 
Without p r i o r explanation one could easi ly assume that the two 
planes i n the t i t l e r e f e r t o the v e r t i c a l superimposition of 
materials f o r the two separate instruments, since the rhythmic, 
thematic and dynamic force i n each part i s sharply contrasted. 
However, w i t h closer analysis we f i n d various cross-references 
i n the way that some of the fragments (z and y especial ly) are 
manipulated i n the piano part (see Ex. 1 ) . The close and 
harsh, semitonal formations which pervade the piano part are 
merely v e r t i c a l i a a t i o n s of z, a fragment we also f i n d i n the 
piano f i g u r e which accompanies the c e l l o ' s theme d on almost 
every occasion i t appears i n harmonics (bars 6, 20, 39) • 
However, t h i s not ion of separate development i3 completely 
overturned when the A section returns at bar 53, because here 
we f i n d piano fragments from the opening now appearing i n the 
ce l lo and vice-versa. See z 1 1 , bars 8/9, 26/27, 32/33 - piano; 
bars 53/54, 62/63 - c e l l o . (See y 1 , bars 18/19, 21 , 24, 28, ?0 -
piano; bars 55» 61, 64 - c e l l o . See also the b r i t t l e , t i c k i n g 
idea i n bar 4» piano, Ex. 2, which i s a major feature i n the 
opening sect ion, now reappearing i n the ce l lo - bars 57t 66/67). 
5 
pea*. 
S imi l a r l y we see some of the c e l l o ' s thematic shapes reappearing 
i n the piano pa r t . (See a, bar % - p iano) . Even the repeated 
harmonics of e are chordalized at bar 63 and bars 70/71• 
Although p i t c h c r i t e r i a was important p r i n c i p a l l y i n determining 
the shape of the various mot i f s which make up the patchwork of 
these sections, the unset t led and v io l en t swings i n the physical 
nature of the music's progress i s e n t i r e l y determined by the 
somewhat e r r a t i c development of various rhythmic gestures, 
especial ly i n the piano pa r t . 
There i s an i n s t i n c t i v e response t o music as drama, i n the way 
that these gestures are manipulated and juxtaposed throughout 
each section t o produce a h igh ly f l u i d , "neurot ic" , h y p e r - a c t i v i t y , 
which i s a necessary balance t o the relaxed mono-dimensional 
nature of plane B. One of the more prominent of these gestures 
i s the basic, p r i m i t i v e urge t o explo i t the quick a l t e rna t ion 
of low and high e n t i t i e s , (Ex. 2 ) . I t i s t h i s pulse which 
provides fragments of momentum, but i s never allowed t o dominate 
since I de l ibera te ly f r u s t r a t e i t s r e p e t i t i v e , s t a t i c nature by 
cu t t ing i t short w i th continual in t rus ions of other fragmented 
gestures. (See bars 16-26). 
6 
Possibly the only element which appears i n both planes i s y 
(see Ex. 1) which begins the sequence of chords i n bar 41f the 
f i r s t statement of 
THE B PLAHE 
Here the music needed a f a r more conventional pre-compositional 
p lan , but the s ing le , uncomplicated i n t en t i on was to achieve a 
mono-dimensional plane of which the charac ter i s t ic e f f e c t v/as t o 
be of s tasis and isorhythmic r e p e t i t i o n . The f i r s t B section 
consists of a series of nine durations which appears three times 
i n a l l on the piano. Upon t h i s t a lea i s superimposed a color 
of ten chords. 




These chords were devised i n the f o l l o w i n g way: the top note i n 
each came f i r s t , as can be seen i n the exp lo i t a t i on of i t s 
melodic po ten t i a l i n the t h i r d and f i n a l B sect ion, (bars 118-175)• 
Under these notes were placed simple t r i a d i c chords, i n the upper 
c l e f , sometimes w i t h one not- too-dis tant added note. Then a 
s imi l a r t r i a d i c chordal layer was added i n the lower c l e f and 
i n almost each case i s removed from the upper t r i a d by a minor 2nd 
7 
or a t r i t o n e ; i e . i n each chord two of the remotest tonal areas 
are merged. This bi-rtonal construct ion i s indicated by chord 
symbols i n Ex. 3. 
The t h i r d r e p e t i t i v e element i n t h i s section consists of two 
short mot i f s i n the c e l l o , the f i r s t of which emphasizes, i n melodic 
form, the ou t l ine of t r i a d and added notes - a feature fundamental 
t o t h i s sect ion's harmonic character. Indeed, the f i r s t seven 
or eight notes of t h i s mo t i f indicates a p r i m i t i v e urge t o exp lo i t 
the resonance of the harmonic ser ies . 
Ex. 4-
— — 3=^  - 1 f H 
—J—A— w J 
At the second appearance of the B plane from bar 74 the melody 
of the i n i t i a l color i s transposed up a minor 3rd, but the chordal 
constructions, although s t i l l maintaining the strong i n t e r n a l 
b i - t o n a l re la t ionships as before , are subs tan t ia l ly d i f f e r e n t . 
There are s t i l l 10 chords i n the color but the superimposed 
ta lea t h i s time contains 12 durations. 
E x . 5 
f- t ^ H ^ — * Ro h s\ &g— 4 ^= ' f a (r°o Jf2-iH— rH ft* ~T° —Qe— —£b— m 4# 
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The most s t r i k i n g new feature i n t h i s sect ion i s the constantly 
t i c k i n g p izz ica to "jazz bass" i n the ce l lo p a r t . This i s simply 
a 10 bar cycle , making modal a l lus ions t o the bass s ty le of jazz 
or rock repeated three times, and then allowed t o dis integrate 
and fade t o nothing before the t h i r d A section begins. 
I n the f i n a l B section the melody of the o r i g i n a l color i s f r e e l y 
developed i n the c e l l o over a piano part which i s s t i l l t i g h t l y 
constructed on an isorhythmic design. However, t h i s time the 
color i s not s t a t i c and i t proceeds downwards i n r eg i s t e r simply 
by using the l a s t two notes as the f i r s t two of each subsequent 
statement. 
be. 6 
r 0 v t °i • ' ( 
-1 c>r cdor 
# ? t r J k 
1 —v~ 
/ . . . o r T i ^ . i . . ) — < — h -
a 
w / J w ' > ^  ^ 
k A it 
Although the "dua l i t y of i n s t i n c t " , mentioned i n the second 
paragraph of t h i s chapter, r esu l t s i n a s t y l i s t i c expression which 
i s l a rge ly abandoned i n subsequent works ( i e . the extremeties of 
1 
chromatic expressionism i n the A plane are never as intense or 
as v i o l e n t , and my experiments w i t h rhythm lose t h e i r re l iance 
on the techniques and sound world of Hessiaen), there- i s always 
evidence of two contrasted (but increasingly complementary) aspect 
of creat ive impulse at work. There i s a gradual attempt t o 
r econc i le that which i s purely i n s t i n c t u a l w i t h a more considered 
approach t o the shaping of music. The boldness and confidence 
conveyed i n immediate and impulsive gestures w i l l always be 
impressive, at least on the outside. But i f they remain 
uncontrol led and never subject t o the i n t e l l e c t u a l w i l l , they 
w i l l always exist on a creative 'short fuse ' and burn out before 
one has managed t o come t o gr ips w i t h one's ma te r i a l . 
The other works i n t h i s f o l i o are a l l attempts t o l i v e longer 
w i t h my mater ia l and t o understand i t s potency from the inside 
before unleashing i t . I n being able t o contro l the consequences 
of one's mater ia l beforehand, one has f a r greater cont ro l over 
the expressive avenues that i t can be allowed t o take, without 
necessarily los ing any sense of drama and power, i f these 
qua l i t i e s are deep-rooted charac te r i s t ic t r a i t s . 
10 
THREE DAWN RITUALS 
f o r a l t o f l u t e (p iccolo) Bb c l a r ine t (Eb c l a r i n e t ) bassoon, horn, 
vibraphone, prepared piano, v i o l i n , ' c e l l o . 
(1983) 
This work was f i r s t performed by NOMOS under Paul Webster.in 
St John's Church, Ladbroke Grove, London, on 2 November 1985.• 
-ocOoo-
The or ig ins of t h i s piece l i e i n an e a r l i e r work The Piper at the 
Gates of Dawn which was scored f o r sulings (Javanese f l u t e s ) , 
gender (an Indonesian garaelan metallophone), prepared piano and 
double bass. Since i t was rather impract ical to f i n d an ensemble 
t o play t h i s piece r egu la r ly , and t o take time reading the basic 
techniques of the Indonesian instruments t o the players , I decided 
t o re-score three of the movements f o r a conventional ensemble. 
The concept of ' r i t u a l ' i n much of my music pertains mainly t o 
the handling of short r e p e t i t i v e melodic and rhythmic ideas, not 
i n any minimalist sense, but i n a continual isorhythmic i n t e rp l ay 
or by the jux tapos i t ion of ideas of del iberate l i m i t a t i o n which 
e i ther remain constant throughout or which gradually change 
through in t eg ra l t ransformat ion. The inf luence of non-European 
musical t r a d i t i o n s i s notable, and the Ritual.s also have 
r e l i g i o u s , almost l i t u r g i c a l s ign i f icance : both works, The Piper 
at the Gates of Dawn and Three Dawn Ri tua ls were insp i red by 
the centra l chapter i n Kenneth Graham's book, The Wind i n the 
Willows i n which the animals encounter the god Pan and pay 
homage to him. 
The second r i t u a l i s the most substantial movement and i s an 
impulsive, p r i m i t i v e essay i n cont ro l led v io lence . Much of the 
wind w r i t i n g i s improvisatory and ext rover t , while the other parts 
emphasize a strong and b r i t t l e rhythmic framework. The outer 
movements are, i n comparison, res t ra ined, the f i r s t providing a 
I/ 
s t a t i c isorhythraic preparation, the t h i r d a b r i e f aphor is t ic 
postlude of a calmer and more pensive character. 
The only instrument which remains unaltered from the o r i g i n a l 
t o the revised version i s the piano, which i s prepared i n such a 
way so as t o provide an ethereal backdrop of s o f t b e l l and gong 
sounds, as wel l as a d r i e r wooden e f f e c t when appropriate. 
I 
There are three sel f -contained and s e l f - l i m i t i n g elements which 
u n f o l d during t h i s short movement. Although they are r e p e t i t i v e , 
a l l sense of repeti t iveness i s avoided since each i s of d i f f e r e n t 
durational length , and two of the three transform themselves and 
develop quite independently, while the other remains constant 
throughout. The f i r s t element i s the material f o r bassoon, v i o l i n 
and ' c e l l o : Ex. 7a indicates that i n seven statements of three-
note groups the bassoon notes are the fundamentals t o which the 
v i o l i n and ' c e l l o add a high, i c y sheen i n harmonics. The intended 
harmonic e f f e c t of these p i t c h combinations was t o produce a 
s t a t i c ' o r i e n t a l ' modali ty, at the base of which was a simple, 
a r t i f i c i a l hexatonic scale, s imi l a r t o an actual s ix-note Javanese 
mode which I make use of at other points (see Ex. 8 ) . The seven 
three-note statements work through t h i s scale i n an arch form from 
bottom t o top, t o bottom, and are confined t o a simple, i r r e g u l a r 
durational pa t tern (see Ex. 7b). 
?> n & 
( / ) is) (...) - 1 1 ) ' 
Four bars i n t o the piece another complex melodic element 
begins (Ex. 8 ) . Upon each fundamental note i n the -a l to f l u t e ' s 
melody i s added a note a tone higher (horn) and another note a 
minor 3rd higher ( c l a r i n e t ) producing a r i c h but not too 
chromatically intense "clus ter melody". This i s the most 
constant element i n the movement, l a s t i n g f i v e bars at each 
appearance, separated by seven crotchet beats and sounding f i v e 




This scale i s derived from the Javanese PELCG mode which was 
used i n i t s o r i g i n a l , authentic form (unequal i n t e rva l s and a l l ) 
i n The Piper at the Gates of Dawn, and t h i s p a r t i c u l a r melody 
was played by a Pelog Suling (See appendix and tape appendix). 
The t h i r d element i n t h i s movement i s more complicated and i s 
s imi l a r t o the B plane of the previous work i n being constructed 
i sorhythmica l ly . I t i s also the most important element since i t 
provides the unusual t e x t u r a l background to the i r r e g u l a r , 
r e p e t i t i v e i n t e r t w i n i n g of the other two elements. On the prepared 
piano we f i n d a color of ten sound un i t s of varying complexity, 
superimposed on a rhythmic ta lea which has a var iable pivot po in t , 
J3 
causing i t s construct ion t o be ever s h i f t i n g . Ex. 9 shows that 
t h i s p ivot point i s i n f ac t the beginning of the ta lea which begins 
a l t e rna te ly w i t h three quintuplets or four sextuplets . Other points 
i n the t a lea receive s l i g h t l y var ied treatments throughout, 
inc luding the t r i p l e t f i g u r e , and rests which are " f i l l e d i n " wi th 
notes or chords on subsequent occurrences. 
4- 5 (o 
ex i ' \ s ,> 
if*- b-r 
( *«.r iuUc—\ 
\JJLM—I 
)J- 5 ~A . — J — , i fff \ m — — 1 i n tm i L > 
—i i > i ^ i 
. 6 , n .— 3 - _ i i 





The color appears sixteen times i n a l l , and the ta lea nine times 
before a short codetta i n the l a s t four bars. 
I I 
The opening fanfare mot i f which dominates the whole movement i s 
again derived from a Javanese o r i g i n a l - not necessarily an 
actual Javanese tune but from another PTCLQG mot i f used i n 
14-
The Piper at t h e Gates of Dawn. (See appendix). The m o t i f 
occurs t h r e e times i n t h i s opening s e c t i o n i n r i s i n g semitonal 
chromatic statements on Eb c l a r i n e t , horn and v i o l i n , w h i l e 
p i c c o l o vibraphone remain constant. 
The general s t r u c t u r a l scheme of t h i s movement i s constructed 
through t h e j u x t a p o s i t i o n of sec t i o n s dominated by t h e opening 
m o t i f w i t h sections which are n o t . I n f a c t t h e formal l a y o u t can 
be reduced t o . t h i s basic p l a n : 
A (*ars 1-9).£ (bar 10-C) A i ( c - E) A i l ( s - ) A i B (Coda) 
A ( l a s t 7 b a r s ) . 
Ex. 10 shows how t h i s m o t i f i s transformed through simple 
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15 
But t h e m a n i p u l a t i o n of t h i s m o t i f i s a s t r a i g h t f o r w a r d u n i f y i n g 
device and not r e a l l y as important as i t s accompanying pulse 
p a t t e r n s and rhythmic s h i f t s . 
The A i s e c t i o n can be d i v i d e d i n t o two p a r t s and the two 
statements of the m o t i f r e c e i v e two d i f f e r e n t backgrounds. 
Over the ' c e l l o ' s r e l e n t l e s s semiquaver sawing t h e r e i s a 
se r i e s of chords on vibraphone, piano and v i o l i n which are 
separated by a g r a d u a l l y d i m i n i s h i n g space o f r e s t s , f o l l o w i n g 
t h i s p a t t e r n : ( t h e numbers r e f e r t o the m u l t i p l e s o f semiquaver 
r e s t s i n each space). 
9 6 5 4 3 4 3 2 5 1 3 1 1 1 5 1 1 1 1 1 e t c . . . 
This i m p l o s i o n towards t h e middle of t h e s e c t i o n r e s u l t s i n an 
outburst o f semiquaver p a t t e r n s which are r e p e t i t i v e , but again 
f o l l o w two separate and independent r h y t h m i c a l o r g a n i s a t ions which 
provide an e v e r - s h i f t i n g f l u c t u a t i o n w i t h i n t h e general t r e n d o f 
r e p e t i t i v e n e s s . Ex. 11 shows t h a t t h e f i r s t element i n t h i s 
f l u c t u a t i o n i s a 15-note p a t t e r n on piano and v i o l i n which occurs 
almost f i v e times. The second element i s s l i g h t l y more complicated 
and i n v o l v e s e i g h t notes played on the vibraphone: these occur 







The f i g u r e s axe devised by working through t h e e i g h t notes i n t h i s 
f o l l o w i n g motion, producing t h i s combination o f p i t c h e s : 
a 1 2 3 4 5 6 7 
b 8 7 6 5 4 3 2 
c 3 4 5 6 7 8 1 
d 2 1 8 7 6 5 4 
e 5 6 7 8 1 2 3 
f 4 3 2 1 8 7 6 (5) 
A f t e r each forward-moving f i g u r e ( a , c, e) each backward-moving 
f i g u r e ( b , d, f ) begins w i t h one move forward f i r s t , before 
t u r n i n g back on i t s e l f . 
A s i m i l a r form of " f l u c t u a t i n g r e p e t i t i o n " accompanies the 
m o t i f i n the c e n t r a l A i i s e c t i o n (see pages 13-14) . The m a t e r i a l 
on piano, ' c e l l o and vibraphone i s taken from t h e opening of the 
movement, but i s now completely out o f phase. The. m o t i f (bassoon) 
begins two bars a f t e r i t s 'expected' e n t r y and i s i t s e l f t r e a t e d 
c a n o n i c a l l y w i t h t h e vibraphone e n t r y ( i n t h e r i g h t place) second 
time round. The piano p a r t remains constant throughout, but the 
accompanying ' c e l l o p a r t , which at the beginning c o n s i s t e d of 
nine semiquavers and nine p i z z i c a t o quavers separated by a quaver 
r e s t , i s now i r r e g u l a r i z e d by the a d d i t i o n of two e x t r a notes 
t o the semiquaver p a t t e r n : 
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I n t h e B sections o f t h i s movement ( f i r s t seen from bar 10 t o 
l e t t e r c ) the o v e r a l l d urations are determined by a palindromic 
non-retrogradable rhythmic s t r u c t u r e i n the prepared piano (and 
h o r n ) , and can be reduced t o t h e f o l l o w i n g numerical sequence 
which r e f e r s t o the p a t t e r n s of running semiquavers beginning 
from and i n c l u d i n g each semiquaver r e s t : 
17 18 19 27 37 27 19 18 17 
There i s no great complexity i n t h e m a n i p u l a t i o n of e i t h e r 
the p i t c h m a t e r i a l or t h e l i t t l e rhythmic c e l l s which are added 
t o i n each segment beginning w i t h t h i s l i t t l e p r e f i x . 
Ex. \l 
? 
f i g 
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At the mid-point though ( t h e 37 semiquavers - page 9 , bars 
.3 t o 7) an element of r e t r o g r a d e i s s u i t a b l y i n t r o d u c e d t o 
h i g h l i g h t the arched s t r u c t u r e of t h e B s e c t i o n . I n t h e 
subsequent statements of the 19» 18 and 17 groups of 
semiquavers the retr o g r a d e form o f the above p r e f i x (Example 13) 
i s s t a t e d a t the end o f each. 
Because t h i s movement has such a h i g h degree of i n t e g r a l 
rhythmic s t r u c t u r i n g , but p a r a d o x i c a l l y producing an o r g i a s t i c 
p h y s i c a l e f f e c t I decided t o add one element of l i m i t e d f r e e 
n o t a t i o n i n these B s e c t i o n s : t h i s can be seen i n t h e t h r e e bar 
im p r o v i s a t o r y f l o u r i s h e s f o r p i c c o l o and c l a r i n e t which appears 
f o r t h e f i r s t time at t h e t h i r d bar of page 8. Because t h e 
fragmented shapes i n these boxes are l i m i t e d t o a few, one 
perceives them as a h i g h r e f r a i n , c o n t r i b u t i n g t o the k a l e i d o s c o p i c 
s h i f t i n g o f the whole. They are r e g u l a r since they sound f o r t h r e e 
bars and disappear f o r three bars, but are also i r r e g u l a r since 
the d u r a t i o n and rhythmic e f f e c t of each three bars i s d i f f e r e n t 
each t i m e ; and since t h e choice of fragments i i f i t h i n t he boxes 
i s so f r e e t h e r e are many p o s s i b l e permutations and combinations 
a v a i l a b l e . This i s yet another way o f enhancing the general 
desir e d e f f e c t i n t h i s movement; t h a t of movement w i t h i n s t a s i s . 
I l l 
An absolute and apparently inconsequential c o n t r a s t was 
r e q u i r e d t o f o l l o w the second movement, so J. chose t o e x p l o i t 
the sounds a v a i l a b l e t o me i n a f a r more i m p r e s s i o n i s t i c manner 
than i n the previous two r i t u a l s , and the r e s u l t i s a whimsical 
and looser-formed study, w i t h j u s t a touch of l y r i c i s m . 
The m a t e r i a l which came f i r s t was t h e piano music which was 
w r i t t e n o r i g i n a l l y as a s i n g l e study f o r prepared piano. I n 
the Prner at the Gates of Dawn I added a s u l i n g and gender as 
an outer l a y e r , responding t o t h e l i t t l e gestures and shimmers 
on th e piano (see appendix), i n a way s i m i l a r t o Berio's 
n 
Sequenza ^ Chemin process. The outer l a y e r i n t h e r e v i s e d 
v e r s i o n i s f a r more c o l o u r f u l , and l i n g e r s more on the v a r i o u s 
emphasized sound e n t i t i e s . 
The s t r u c t u r e of the o r i g i n a l piano study was shaped "by the 
p l a c i n g of r i c h , complex s o n o r i t i e s i n chord f o r m a t i o n (bars 
1, 6, 10, 12, 19 and 27) v/hich, apart from the f i r s t , were a l l 
consequents of other, b u s i e r gestures. The b u s i e r movement w i t h i n 
t h i s piece i s always d i r e c t e d towards r e s o l u t i o n i n a l o n g , 
s t a t i c chord. The most extended sections of t h i s " busier" 
movement occur between bars 16-19 and. bars 22-27, where a more 
b r i t t l e rhythmic t i c k i n g i s e s t a b l i s h e d . 
Vfoen the other instruments were added t o the piano t h i s basic 
formal o u t l i n e was maintained, but one other c r u c i a l element was 
es t a b l i s h e d - t h a t of melodic shape. I n the o r i g i n a l work a PELOG 
s u l i n g was used again, so t h e Javanese mode i s once again d i a t o n i c i z e d 
and c a r r i e d on the a l t o f l u t e . The tv/o r e s o l u t i o n chords (v/hich 
b r i n g the two above-mentioned rhythmic sections t o a close) 
were q u i t e l o n g , and allowed scope t o place something q u i t e 
important above them. Since the wisps of Pelog m o t i f were so 
in c o n c l u s i v e and i n s u b s t a n t i a l , here was" a p e r f e c t o p p o r t u n i t y 
t o l e t the melodic element blossom i n t o a f u l l e r statement, and 
on both occasions (bars 19-22, 27-29) t h e melody i s c l e a r l y d e r i v e d 
from the f a n f a r e m o t i f of movement I I . 
0.O 
AN RATHAD DO DH'ARDTALIA 
(The Road t o A r d t a l l a ) 
f o r f l u t e ( d o u b l i n g p i c c o l o ) , c l a r i n e t ( d o u b l i n g bass c l a r i n e t ) , 
horn, v i o l i n , ' c e l l o and piano 
F i r s t performed by Lontano under Odaline de l a Martinez and 
broadcast on BBC Radio 3 (Music i n Our Time, <sw*-£*j u,ujrt\f*.*- IW1 ). 
The term "tone poem" would be r e l e v a n t i n d e s c r i b i n g t h i s 
work as i t i s a response t o t h e i s l a n d of I s l a y , ( o f f t h e west 
coast of Scotland), which i s i n no way programmatic but r a t h e r 
an outpouring of s u b j e c t i v e perceptions of p h y s i c a l beauty. 
My most evocative memory of the place was of walking along the 
south coast of the i s l a n d from Port E l l e n towards A r d t a l l a on 
a b l a z i n g hot Sunday morning. ^On ro u t e one encounters r e l i c s of 
the i s l a n d ' s ancient h i s t o r y , and one i s reminded of i t s c e n t r a l 
p o s i t i o n i n t h e C e l t i c v/est by the b r e a t h t a k i n g views of both 
the S c o t t i s h mainland t o the east, and the n o r t h coast of I r e l a n d 
t o the south. 
Along the road one sees great standing stones d a t i n g back t o 
the Bronze Age, evoking images of a p r i m i t i v e and pagan pas,t, 
alongside the more recent carved stones and crosses of e a r l y 
C e l t i c C h r i s t i a n i t y . A l l t h i s was seen through an almost 
"mediterranean" heat haze v/hich cast warm colours over t h e s t a r k e r 
images on the road t o A r d t a l l a . This v i s i t t o I s i a y was 
made during my honeymoon i n J u l y 1983 and a l l these memories -
heat, sun, sea, tenderness, peace, green l a n d , the beloved, 
d i s t a n t mountains, quietness, s o f t Gaelic speech, whisky, 
p h y s i c a l reminders of c u l t u r a l h e r i t a g e - a l l these combine t o 
provoke a musical language v/hich i s l y r i c a l , g e s t u r a l and 
i m p r e s s i o n i s t i c . I f t h e harmonic s t y l e i s at times r h e t o r i c a l , 
t h en t h i s i s another outcome from the o r i g i n a l encounters, and 
much of t h e compositional i n t e r e s t l i e s i n t h e var i o u s contexts 
w i t h i n which t h i s r h e t o r i c i s manipulated. 
The broad design of t h e work f o l l o w s an ABA p a t t e r n i n 
which t h e A sections are dominated by the c l a r i n e t ' s m a t e r i a l . 
At the opening t h i s d i splays a wide-ranging swing i n mood, 
gesture and r e g i s t e r , ranging from whimsical t o passionate, from 
tender t o aggressive and from the top t o the bottom of t h e 
instrument's range. The opening solo i s 14 bars l o n g but can 
be d i v i d e d t h us: 
a _ i 
bars 1-5 bars 5-11 bars 11-14 codetta 
( j o i n e d by s t r i n g s and horn) 
The whole solo i s repeated from A w i t h two new processes on 
horn and s t r i n g s superimposed. The music acquires yet another 
l a y e r at B w i t h the added muted sheen of s o f t piano chords. 
This time the c l a r i n e t melody i s not completed and t h e b fragment 
i s a l t e r e d and brought t o a close before t h e c e n t r a l main s e c t i o n 
gets underway at C . The element of r e p e t i t i o n i s important here, 
not only i n t h a t the c l a r i n e t melody i s s t a t e d t h r e e times ( g i v i n g 
t h e opening s e c t i o n a c l e a r l y defined t r i p a r t i t e form) but also 
because t h e added l a y e r s (from A ) i n v o l v e r e p e t i t i v e p a t t e r n s 
of v a r y i n g l e n g t h s . The horn p a t t e r n (Ex. 14) i s repeated t h r e e 
times before i t j o i n s w i t h the c l a r i n e t ' s codetta m a t e r i a l ( c ) 
from bar 25-28. 
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Thereafter i t i s repeated another t w i c e before d i s s o l v i n g 
i n t o another codetta at bar 38. 
Also i n t r o d u c e d at A i s another r e p e t i t i v e p a t t e r n f o r 
v i o l i n and ' c e l l o which l a s t s twenty crotchet beats and i n v o l v e s 
a s e r i e s of t e r s e and b r i t t l e rhythmic gestures marked c o l legno, 
p i z z . and tremolando. This twenty c r o t c h e t a c t i v i t y span i s 
f o l l o w e d by f i v e beats r e s t (bar 20) when t h e v i o l i n j o i n s 
w i t h t h e c l a r i n e t f i g u r e s , before beginning t h e process again. 
The idea i s repeated from B but d i s i n t e g r a t e s from bar 37 i n t o 
the general c a d e n t i a l t r e n d as the f i r s t s e c t i o n i s rounded o f f . 
The gloss of sound which t h e piano i n t r o d u c e s as an e x t r a 
l a y e r at B i s , on the surface l e v e l , of mere subsidiary 
importance, p r o v i d i n g apparently inconsequential i m p r e s s i o n i s t i c 
splashes t o the t e x t u r e , and being a p p l i e d at random. However 
t h i s i s t h e beginning of a simple harmonic process which i s 
the v i t a l l i n k between the opening and middle s e c t i o n s . The 
process i s simple because i f one t r a c e s the harmonic shapes 
i n the piano from B through C one discovers t h i s block chordal 
movement which descends and then ascends back t o the 
o r i g i n a l p o s i t i o n : 
4-0 3 + 32. T>1 
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The other main l i n k betvreen the two sections can be seen 
i n the f l u t e p a r t which makes i t s almost i m p e r c e p t i b l e 
i n t r o d u c t i o n i n bar 36. The piano f i g u r a t i o n s discussed above 
now provide, at C, a r i p p l i n g accompaniment f o r a couple of 
melodic fragments i n t h e f l u t e v/hich form t h e generating f o r c e 
f o r much subsequent development. 
Although t h e l a r g e middle s e c t i o n (C t o V) i s of a 
fundamentally s e c t i o n a l c o n s t r u c t i o n t h e r e i s nevertheless an 
element of organic development i n the way t h a t these melodic 
fragments are s t r e t c h e d and remoulded on each appearance so 
t h a t there are c l e a r connective a s s o c i a t i o n s between t h e s e c t i o n s . 
Just as t h e above mentioned piano chords form a b r i d g e between 
s e c t i o n s , so does the z'hythm o f the f l u t e melody at C which 
i s obviously taken from t h e f i r s t bar of the piece: 
i 7 worn r f r ^ H V y 
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The c h a r a c t e r i s t i c rhythm of the opening,, v/here sustained notes are 
broken by short ones, i s maintained, but the melodic i n t e r v a l s 
are smaller, l e s s angular and smoother i n a sinuous, chromatic 
f a s h i o n . This new melodic contour ( i ) and the one immediately 
f o l l o w i n g i t ( i i i n Ex. 17) 
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provide the main l y r i c a l power t o a l l the subsections o f 
the middle s e c t i o n and can be e a s i l y t r a c e d throughout. 
Sometimes element i i seems a n a t u r a l consequent t o i but 
other times they can be t o t a l l y separate. I n f a c t they are 
the two most potent i n g r e d i e n t s i n t h e f o l l o w i n g set of s h o r t , 
s e c t i o n a l v a r i a t i o n s from C t o I I . Various other m o t i v i c 
elements are g r a d u a l l y i n t r o d u c e d i n t o these v a r i a t i o n s but 
t h e y are of a f a r l e s s l y r i c a l nature, more c h a r a c t e r i z e d by 
t h e i r b r i t t l e rhythmic power and producing a number of pulse 
sensations which mostly work against both the rhythm and mood 
of i and i i . The f o l l o w i n g s e c t i o n a l break-down charts the 
v a r i a t i o n s ^ p r o g r e s s of these elements and how new ideas are 
gr a d u a l l y i ntroduced i n o p p o s i t i o n t o them. 
C - S bars 4O-44 f l u t e i , i i 
piano harmonic movement 
from Ex. 15 
bars 45-49 as above, w i t h a r h y t h m i c a l re-working 
of i on c l a r i n e t and horn. 
D - bar 52 i transformed and extended i n t o an ascending 
— 1 f l o u r i s h on f l u t e , c l a r i n e t , v i o l i n and ' c e l l o : 
t e n s i o n subsides on c l a r i n e t u s i n g i . 
bars 5 3 - 5 6 T r a n s i t i o n a r y s e c t i o n w i t h the shape of i on. f l u t e , 
c l a r i n e t , and v i o l i n ; i i on c l a r i n e t , and anew 
element ( i i i , see Ex. 18) on v i o l i n 
7 tfi m > 
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The bracketed notes i n t r o d u c e a new gesture which i s s p i k y , 
u n s e t t l e d and o f d e l i b e r a t e o p p o s i t i o n t o i and i i . Indeed 
i t i s subsequently used as a means of f r u s t r a t i n g any r e a l 
organic development of l y r i c a l ideas. This i s seen i n the 
next s e c t i o n : 
E - F The piano m a t e r i a l i s a v a r i a t i o n o f 
the chordal ideas a t C. 
The v i o l i n solo can be broken down thus: 
bars 57+58 i» i i 
" 59 + 60 i i i 
When t h i s f o u r bar phrase i s repeated, 
i i i i s a m p l i f i e d i / i t h complementary 
gestures on bass c l a r i n e t and horn 
(bar 63). 
F - G Horn solo devised from v a r i a n t s o f i and i i , 
and also the shape of the piano's opening 




Accompanying t h i s i s a new 'hoketus' idea 
i n bass c l a r i n e t and c e l l o , and on the 
repeat, a s e r i e s o f staccato chords on the 
piano f o l l o w i n g t h i s d u r a t i o n a l process: 
7 7 7 7 7 6 5 4 3 1 2 1 1 
Z6 
These staccato chords now become one o f 
a number of elements which g r a d u a l l y compete 
and e v e n t u a l l y overwhelm the p r e v a i l i n g 
l y r i c i s m . The f o l l o w i n g gesture 'types' 
are important as they f i g u r e prominently 
f o r t h i s purpose: 
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This i s the s e c t i o n where the ' b a t t l e ' f o r mood i s a t . i t s 
most acute, and although element i and i i make an emphatic but 
momentary re-appearance (end of bar 80, 8 1 , 82; f l u t e j v i o l i n 
and piano) i n 'Straussian' t h i r d s , i t i s the new rhythmic and 
dramatic ideas which emerge as t h e most powerful and l e a d the 
music i n t o the next s e c t i o n . 
H i s a s t a t i c block of a g i t a t e d , low 
t e x t u r e which c o n s i s t s of two types 
of materia].. The f i r s t i s a c o n s t a n t l y 
p u l s a t i n g quaver rhythm on horn and 
piano, against which bass c l a r i n e t and 
' c e l l o p r ovide an e q u a l l y r e p e t i t i v e 
but r h y t h m i c a l l y f r e e s e r i e s of r a p i d 
f l o u r i s h e s . The combination of the two 
create a f l u i d i t y and e l a s t i c i t y i n the 
general t e x t u r a l e f f e c t , e s p e c i a l l y since 
t h e pauses between each f l o u r i s h become 
longer each t i m e . 
There i s a brooding t e n s i o n i n t h i s 
s t a t i c r e p e t i t i o n which i s emphasized 
even more by the l i t t l e p i c c o l o phrase 
v/hich enters i n bar 92. The t e n s i o n 
r e q u i r e s release which-duly a r r i v e s w i t h 
t h e f e r o c i o u s outburst a t : 
I The h i g h energy of t h i s outburst i s 
g r a d u a l l y d i s s i p a t e d not j u s t through 
a r e d u c t i o n i n volume and i n a general 
descent i n r e g i s t e r but also by t h e 
•concertina' e f f e c t of lengthening 
each gap between each subsequent outburst 
on each instrument. 
Before proceeding i t i s important t o evaluate the r e l a t i o n s h i p 
between subsections C - II and H - J, which are antecedent and 
consequent i n the general r i s e and f a l l of t e n s i o n . From G t o U 
t h i s t e n s i o n i s provided by a c o n f l i c t of m a t e r i a l ; between l y r i c a l 
m o t i f s and gestures of a more reduced, sharp and v i o l e n t n ature. 
The eventual supremacy of the l a t t e r i s emphasized by the 
r e s u l t i n g s i m p l i c i t y and economy of rhythmic character at H, 
and by the e x t r e m i t y of v i o l e n t gesture at I . By l a b e l l i n g t h e 
2-? 
antecedent x and the consequent y we can see t h a t t h i s dramatic 
curve i n t e n s i o n i s a v i t a l s t r u c t u r a l element as t h e work 
progresses, since the process i s repeated t w i c e i n the c e n t r a l 
s e c t i o n and i s developed and extended t o produce the i n e v i t a b l e 
climax at U. The f o l l o w i n g graph should make t h i s c l e a r . 
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The graph i n d i c a t e s t h a t s e c t i o n s J - L and P - R a r e based 
on t h e same p r o c e s s o f events a s i n C - G . The p r i m i t i v e 
dance u r g e of t h e mus ic a t T i s t h e on ly c h a r a c t e r which i s 
a l l o w e d t o blossom a t b a r 214, and t h e combinat ion of t h i s 
r i s i n g , l i l t i n g f i g u r e ( ' a l m o s t d a n c e - l i k e 1 ) w i t h t h e more 
emphatic o f f - b e a t stomping ( b a r 216 /17) l e a d s t h i s m a t e r i a l 
t o t h e c l i m a x of t h e work at U . 
F o r t h i s c l i m a x I have i n t r o d u c e d c o m p l e t e l y new m a t e r i a l 
so t h a t t h e mus ic l e a p s onto a new unexpec ted l e v e l . I n d e e d , 
t h e i d e a of f r u s t r a t i n g t h e expec ted , so c e n t r a l t o much 
of t h e e a r l i e r c h a r a c t e r of t h e m u s i c , i s h e r e g i v e n a 
c o u n t e r p a r t a t t h i s most c r u c i a l moment i n t h e work. I n f a c t 
t h i s f a s t u n i s o n pounding of t h e new modal i d e a i s t h e most 
l u c i d moment i n t h i s t h i c k - t e x t u r e d work* A v e r y s t r o n g modal 
c e n t r e i s a l s o p r e c e i v e d ; t h e note W, wh ich i s t h e u l t i m a t e 
goa l of t h e s low wind-down t h r o u g h pages 45 and 4 6 . A f i n a l 
expans ion o f i n t e r v a l s out from t h i s note and back i n a g a i n 
( o v e r which the c l a r i n e t e n t e r s i n a u d i b l y w i t h a h i g h E ) 
ends t h i s middle s e c t i o n . The h i g h c l a r i n e t E i s a t r a n s i t i o n 
t o t h e f i n a l s e c t i o n w h i c h i s b a s i c a l l y a f r e e development of 
m a t e r i a l from t h e opening of t h e work. Once a g a i n the note E 
i s important and i s p r e s e n t as a drone on t h e h o r n from V/ t o 
t h e end. However we f i n d t h a t t h e drone t rea tment o f t h i s 
note h a s been p r e s e n t f o r much of t h i s p i e c e , indeed from 
b a r 120, and we can t r a c e i t s importance on t h e h o r n from t h e r e 
t o t h e end: 
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b a r s 120 - 124 
page 27, through 0 t o b a r 170 
b a r s 183 - 187 
b a r s 226 - 231 
b a r s 239 - 248 
( S e n z a H i s u r a v") 
b a r s 263 - 274 . 
32. 
SOSES OF A JTJST WAR (1984) 
a s o n g - c y c l e i n one movement 
f o r s o p r a n o , f l u t e ( d . p i c c o l o ) , oboe ( d , c o r a n g l a i s ) , c l a r i n e t 
( d . b a s s c l a r i n e t ) , h a r p , v i o l a and ' c e l l o . 
T e x t s : 1. from " I ' m e x p l a i n i n g a few t h i n g s " by 
P a b l o Neruda ( C h i l e a n ) ( t r a n s : N a t h a n i e l T a r n ) 
2 . "The C h i l d r e n " by W i l l i a m S o u t a r ( S c o t t i s h ) 
5 . " b a l l a d s " by T s o u - t i - f a n ( C h i n e s e ) 
t r a n s : Jerome C h ' e n and M i c h a e l B u l l o c h 
a . T h r e e S p r i n g Months 
b . Buds 
c . Dark Wight ( a d a p t e d s l i g h t l y by t h e composer) 
F i r s t per formed by t h e New Music Group of S c o t l a n d , d i r e c t e d 
by Edward H a r p e r w i t h I r e n e Brummond, s o p r a n o , on 3 r d May 1986 i n 
t h e R e i d H a l l , E d i n b u r g h . ( B r o a d c a s t on BBC R a d i o S c o t l a n d on 
20th October 1 9 8 6 ) . F i r s t London performance by C I R C L E , d i r e c t e d 
by Gregory Rose w i t h E i l e e n H u l s e on 26 th September 1986, S t J o h n ' s 
Smith Square (SPNM C o n c e r t ) . 
-ooOoc— 
T h i s work i s a song c y c l e i n one c o n t i n u o u s movement and i s a 
s e t t i n g of t e x t s by t h r e e poe t s from d i f f e r e n t p a r t s o f t h e g l o b e , 
but a l l w r i t i n g from s i m i l a r e x p e r i e n c e s of t h e t r a g e d y of war 
and from a s h a r e d c o n v i c t i o n i n t h e n e c e s s i t y of f i g h t i n g i n j u s t i c e 
and o p p r e s s i o n . T h e r e f o r e t h i s work i s p o l i t i c a l i n t h e s ense 
t h a t t h e t h r e e p o e t s were a s s o c i a t e d w i t h "The L e f t " i n t h e i r 
r e s p e c t i v e c o u n t r i e s . However, t h e r e i s a consp icuous absence 
of banner -wav ing propaganda i n t h e s e poems, and p o l i t i c a l 
a l l e g i a n c e s a r e not o v e r t l y obvious i n t h e t e x t s . I n d e e d wi thout 
p r i o r e x p l a n a t i o n one might r e m a i n t o t a l l y unaware of t h i s w o r k ' s 
p o l i t i c a l content a s t h e poems a r e h i g h l y p e r s o n a l r e s p o n s e s t o 
s i t u a t i o n s and e v e n t s . 
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The r a t h e r v i o l e n t n a t u r e of t h e f i r s t two poems e s p e c i a l l y 
gave r i s e t o t h e t i t l e , i n w h i c h no g r e a t i r o n y i s i n t e n d e d . 
The t h e o r y of a " j u s t war" i s a s much a t h e o l o g i c a l concept a s 
a p o l i t i c a l one, and i s h i g h l y p r o b l e m a t i c a l f o r p a c i f i s t s , a s 
j u s t i f i c a t i o n i s g i v e n f o r v i o l e n c e b e i n g u s e d t o overthrow t h e 
powers o f murderous s u p p r e s s i o n . ( O n e ' s thoughts a r e i n e v i t a b l y 
drawn t o c e n t r a l A m e r i c a and South A f r i c a ) . I t was i n t h i s 
environment t h a t t h e f i r s t t e x t was c r e a t e d and w h i c h c o n t a i n s 
t h e c e n t r a l message of t h e e n t i r e work i n t h e form o f a q u e s t i o n 
and answer: "Why doesn ' t h i s p o e t r y speak o f dreams and l e a v e s 
and t h e g r e a t v o l c a n o e s of h i s n a t i v e l a n d ? " "Come and see 
t h e b l o o d i n t h e s t r e e t " . The f i r s t poem i s by t h e C h i l e a n 
P a b l o Heruda who had combined h i s c r e a t i v e powers w i t h a l i f e - l o n g 
a c t i v e r o l e i n p o l i t i c s and had f i r s t - h a n d e x p e r i e n c e of v i o l e n t 
p o l i t i c a l t u r m o i l , e s p e c i a l l y a s C h i l e a n c u l t u r a l a t t a c h e i n 
M a d r i d d u r i n g t h e S p a n i s h C i v i l War. ( i n 1950 Neruda s h a r e d 
t h e World Peace P r i z e w i t h P i c a s s o and P a u l R o b e s o n ) . S i m i l a r 
e x p e r i e n c e s had a f f e c t e d t h e S c o t t i s h poet W i l l i a m S o u t a r i n 
t h e F i r s t V/orld War and much o f h i s work e x p r e s s e s s o c i a l and 
p o l i t i c a l c o n c e r n s , showing^ as Hugh MacDiarmid has o b s e r v e d , 
"an i n c r e a s i n g p r e - o c c u p a t i o n w i t h Marxism and L e f t Wing p o l i t i c s 
towards t h e end of h i s l i f e " . A g a i n t h e s e c o n c e r n s a r e s u b t l y 
and moving ly e x p r e s s e d i n t h e second poem of t h e c y c l e "The 
C h i l d r e n " which i s m o t i v a t e d by h i s d i s t r e s s f o r t h e s u f f e r i n g 
o f innocent c h i l d r e n i n an a i r r a i d . 
The m u s i c a l s e t t i n g s of t h e s e f i r s t two poems a r e e q u a l l y 
s u b j e c t i v e , r e s p o n d i n g e a s i l y t o t h e i r emotions and imagery . 
The work opens i n d e l i c a t e and m y s t e r i o u s mood w i t h a r e c u r r i n g 
i s o r h y t h m i c i d e a w h i c h i s j u x t a p o s e d w i t h a more emphatic and 
p a s s i o n a t e f r a g m e n t . A l though t h e f i r s t s e c t i o n i s c h a r a c t e r i z e d 
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by r a t h e r s t a t i c harmonic and t e x t u r a l q u a l i t i e s t h e mus ic 
becomes i n c r e a s i n g l y more f l o r i d and b u s i e r , u n t i l t h e a f o r e -
mentioned q u e s t i o n i s answered i n a s u i t a b l y f i e r c e and impetuous 
manner. 
Pram t h i s , a calm h a r p o s t i n a t o g r a d u a l l y emerges, p a v i n g t h e 
way f o r a n i n n o c e n t , c h i l d - l i k e theme i n t h e wind which opens 
t h e second s e t t i n g i n a mood of f a l s e t r a n q u i l l i t y . T h i s mood 
g r a d u a l l y d i s i n t e g r a t e s , t h e m u s i c becoming more nervous and 
i m p a s s i o n e d a s i t approaches i t s most e x p r e s s i v e and f u r i o u s 
o u t c r y a t t h e words , "the b l o o d of c h i l d r e n c o r r u p t s t h e h e a r t s 
of men". The dubious s e r e n i t y o f t h e opening i s r e - e s t a b l i s h e d 
b e f o r e a p l a i n t i v e c o r a n g l a i s l e a d s t o t h e t h i r d and f i n a l s e c t i o n . 
Not much i s known about t h e t h i r d poet T s o u - t i - f a n , except 
t h a t he worked i n t h e M i n i s t r y of C u l t u r e i n P e k i n g d u r i n g 
t h e 1950s and 6 0 s . I chose t o s e t h i s t h r e e B a l l a d s f o r t h e i r 
unashamedly l y r i c a l and o p t i m i s t i c q u a l i t i e s . A f t e r t h e 
c o n f l i c t and v i o l e n c e of t h e f i r s t two s e c t i o n s , a s e n s e o f 
a lmost c e l e s t i a l r e l i e f i s p r o v i d e d i n t h e f i r s t B a l l a d . 
However, I b e l i e v e t h e r e i s something d e c e p t i v e i n t h e s e poems 
a s a l l "commitment" t o c a u s e s ( e v e n good ones) must i n e v i t a b l y 
i n v o l v e human c o n f l i c t , and i n many c a s e s human s a c r i f i c e of 
t h e deep ly t r a g i c d imensions of t h e f i r s t two poems. T h e r e f o r e 
I b e g i n t o r e c a p i t u l a t e m a t e r i a l from t h e f i r s t s e c t i o n c a u s i n g 
an u n e a s y ambigu i ty o f mood a s t h e work comes t o a c l o s e , and 
on a p u r e l y m u s i c a l l e v e l , c r e a t i n g an a r c h shape i n t h e 
s t r u c t u r e o f t h e work. 
The i s o r h y t h m i c p r o c e s s w h i c h dominates t h e opening s e c t i o n 
u n f o l d s a c o l o r o f s i x notes superimposed on a t a l e a o f f i v e 
d u r a t i o n s : 
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T h i s m a t e r i a l c r e a t e s a c o m p l e t e l y s t a t i c s e n s a t i o n 
throughout t h e f i r s t s e c t i o n , but even w i t h i n t h i s i m m o b i l i t y 
t h e r e i s cons tant i n s t r u m e n t a t i o n a l change, so t h a t t h e c o l o r 
i s p a s s e d t h u s ; jj: c l a r i n e t , f l u t e , oboe:jj ^x 4 . ) 
Most o f t h e p i t c h e s a r e a l s o r e s o n a t e d c h o r d a l l y i n an 
e v e r - c h a n g i n g k a l e i d o s c o p e of i n s t r u m e n t a t i o n . 
T h i s i s o r h y t h m i c p a t t e r n i s broken d r a m a t i c a l l y but 




The o v e r a l l s t r u c t u r e o f t h i s opening s e c t i o n i s de termined 
by t h e i n t e r a c t i o n of t h e s e two non-developmental u n i t s ; t h e 
i s o r h y t h m i c p r o c e s s and t h e r i s i n g a l l a r g a n d o g e s t u r e . I n f a c t 
t h e d u r a t i o n a l space between each o f t h e s e r i s i n g f i g u r e s 
f o l l o w s a g e n e r a l p a t t e r n o f c o n t r a c t i o n : 
21 7 5 2 / 16 9 2 
( T h e s e numbers r e f e r t o t h e notes o f t h e c o l o r ) . 
The o n l y r e a l developmental p a r t i n t h i s s e c t i o n i s t h e 
v o c a l l i n e w h i c h i s c o m p l e t e l y f r e e , and independent of e i t h e r 
i n s t r u m e n t a l element which s i m p l y p r o v i d e ^ a n accompanying 
a tmospher ic sheen f o r t h e t e x t . 
The moulding of a song c y c l e i n t o a one-movement form 
b r i n g s some i n e v i t a b l e s t r u c t u r a l p r o b l e m s . E v e n a l t h o u g h t h e 
t h r e e t e x t s h a v e , i n t h e i r u l t i m a t e message, a c e n t r a l t h r e a d , 
t h e i r s t y l e and immediate s u b j e c t m a t t e r a r e q u i t e d i f f e r e n t , 
demanding t h r e e s e p a r a t e r e s p o n s e s from a composer. The 
s o l u t i o n t o t h i s was a s o r t of a r c h form, but l e a v i n g t h e apex 
of t h e a r c h v e r y l a t e i n d e e d . A l s o , each of t h e t h r e e t e x t s 
seemed t o d i v i d e n a t u r a l l y i n t o t h r e e s e c t i o n s s u g g e s t i n g a 
s e r i e s o f d i f f e r e n t m a t e r i a l s , so t h a t by t h e b e g i n n i n g of 
T s o u - t i - f a n ' s f i r s t B a l l a d h a r d l y a n y t h i n g had r e c e i v e d 
r e c a p i t u l a t o r y t r e a t m e n t . The f o l l o w i n g graph i n d i c a t e s t h e 
shape o f the o v e r a l l form: 
2>7 
Poems M a t e r i a l 
B a r s 1-57 A a a l l merge 
Neruda B a r s 68-93 B a and 
B a r s 94 -135 ( a p p r o x ) C a o v e r l a p 
B a r s 135-174 D 
S o u t a r B a r s 174-217 E 
B a r s 217-263 D 
( t o ! I k ) 
B a r s 263-317 F a l l merge 
T s o u - t i - f a n B a r s 318-366 C a and 
B a r s 367- the end A a 
> 
f o v e r l a p 
a = m a t e r i a l based on t h e o u t l i n e of opening c o l o r theme. 
As t h e S b u t a r poem c o n s t i t u t e d t h e middle s e c t i o n I c o u l d 
a f f o r d t o u s e e n t i r e l y new and independent m a t e r i a l , but some 
deeper c o h e s i o n was r e q u i r e d i n l i n k i n g t h e A , B and C s e c t i o n s . 
T h i s i n t e g r a t i o n was p r o v i d e d by u s i n g t h e opening c o l o r theme 
i n v a r i o u s d i f f e r e n t g u i s e s throughout ( s e e a a b o v e ) . The opening 
s e c t i o n ( w h i c h a l t e r n a t e s i s o r h y t h m i c p r o c e s s w i t h a l l a r g a n d o 
fragment ) i s e v e n t u a l l y broken by t h e B s e c t i o n b e g i n n i n g a t t h e 
words " . . . and b i r d s ? " ( p . 7 ) » Here a p e n t a t o n i c , f l a t - o r i e n t a t e d 
melody on c o r a n g l a i s and c l a r i n e t ( a n d r e s o n a t e d on t h e s t r i n g s ) 
i s p i t t e d a g a i n s t a s h a r p - o r i e n t a t e d v o c a l melody over which 






, ' t f p y 1 — .7 -./2-ci. . 
W- i i i ^ f ft/*? 
The c h o i c e o f p i t c h m a t e r i a l h e r e a f f e c t s t h e r e s u l t i n g 
harmony s i n c e both u n i t s a r e i n i t i a l l y t r e a t e d a s two complementary 
groups w i t h i n t h e 12-note who le . ( G r a d u a l l y though, t h e v o c a l 
melody i n c o r p o r a t e s n o t e s from t h e opposing p e n t a c h o r d ) . 
However, a t b a r 76 we see t h e f i r s t o f many a l l u s i o n s t o t h e 
opening c o l o r shape , a l l u s i o n s w h i c h permeate t h e r e m a i n i n g 
B s e c t i o n , t h e for thcoming C s e c t i o n and t h e r e c a p i t u l a t i o n 
of C and A from b a r 318 . 
p s. prime form 
r o A r t K L r o l ^ v e l u A * c s t r a n s p o s i t i o n , S&«* l tone ! 
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f 5 I 2-5 4- lie - Am- 7 S f t 
\ 
1 2- & 
O S 5 
folk 
One b e g i n s t o s e e t h a t t h e shape o f t h e opening c o l o r i s 
q u i t e a p l i a b l e u n i t and i s capab le o f r h y t h m i c a l t r a n s f o r m a t i o n , 
f r a g m e n t a r y developmental u s e , and c a n be r e - s h a p e d i n v a r i o u s 
g e s t u r e s t o c a p t u r e a v a r i e t y o f moods and a tmospheres . As w e l l 
a s t h e r e d u c e d , t e r s e f i g u r e i n c l a r i n e t and c o r a n g l a i s a t 
b a r 76 i t emerges i n t h e e x p a n s i v e , i m p a s s i o n e d tune i n o c t a v e s 
on v i o l a and c e l l o a few b a r s l a t e r . Then a t b a r 90 i t 
r e c e i v e s a "hazy" more c h r o m a t i c t r e a t m e n t , evok ing a n expec tant 
and u n s e t t l e d nuance a s t h e q u e s t i o n comes t o a n end . I t i s 
employed a g a i n i m m e d i a t e l y t o evoke atmosphere t o t h e h o r r i f i c 
i m p l i c a t i o n s o f t h e answer , "Come and see t h e b lood i n t h e 
s t r e e t " , and a g a i n from b a r 105 when ye t ano ther i s o r h y t h m i c 
p a t t e r n i s u s e d . 
+U. bUoX 5ee 
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Even a l t h o u g h t h e f i v e - n o t e harp p a t t e r n ( w h i c h h e r a l d s 
t h e b i t t e r - s w e e t c h i l d r e n ' s mus ic o f t h e S o u t a r s e t t i n g ) i s 
w e l l underway by b a r 135» one f i n a l r e w o r k i n g o f t h e opening 
theme i s r e s e r v e d a s a q u a s i - c a d e n t i a l element b e f o r e t h i s 
new i d e a i s a l l o w e d t o g a i n prominence: 
• c * 
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cede 
A f t e r t h e S o u t a r s e t t i n g and d u r i n g t h e f i r s t o f 
T s o u - t i - f a n ' s B a l l a d s t h e r e i s a g r a d u a l and a u d i b l e 
r e - e s t a b l i s h m e n t o f t h e C m a t e r i a l which i s i n t r o d u c e d t e n t a t i v e l y 
w i t h the s t a b b i n g , s t a c c a t o q u i n t u p l e t s i n b a s s c l a r i n e t from 
b a r 305 . When t h i s mus ic i s once a g a i n i n f u l l f l i n g ( f rom 
b a r 317) t h e t ime i s r i p e t o r e - i n t r o d u c e some new v a r i a t i o n 
o f t h e opening theme, w h i c h happens i n t h e v o i c e p a r t a t 
b a r 336. 
* 3 3 
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T h i s i s a h i g h l y f l o r i d , e m b e l l i s h e d v e r s i o n of t h e melody 
but t h e r e i s s t i l l one c r u c i a l element o f i t s i s o r h y t h m i c 
o r i g i n s m a i n t a i n e d a t t h i s l a t e s t a g e , even i f t h e a p p l i c a t i o n 
i s f a r l o o s e r and more f r e e l y d e v i s e d . I have c o n t r i v e d t o 
b e g i n e a c h l i n e o f t h e t e x t w i t h e a c h subsequent note o f 
t h e c o l o r , r e c a l l i n g t h e s t r i c t e r a p p l i c a t i o n from b a r 105 . 
L i n e o f t e x t S t a r t i n g Note 
P5 
A p e a l o f y o u t h f u l l a u g h t e r 
A t h r e a d of unspoken l o v e 
A s e a l e d j a r of wine 
An u n a c c o m p l i s h e d w i s h 




T h i s l e a d s t o a n obvious and l a r g e l y l i t e r a l r e c a p i t u l a t i o n 
of t h e opening t r a n s p o s e d down a f o u r t h , but t h i s t im e t h e 
m e l o d i c m a t e r i a l i s c o n f i n e d t o c o r a n g l a i s and h a r p . 
However t h e r e a r e v a r i o u s echoes from o t h e r s e c t i o n s which a r e 
woven i n t o t h e t e x t u r e i n a c o l l a g e of memories a s t h e work 
approaches i t s c l o s e . These memories a r e l ) . The busy 
moto perpetuo m u s i c of t h e C s e c t i o n w h i c h now appears i n t h r e e 
p l a c e s a s a h e s i t a n t , s p e n t - o u t f o r c e ( b a r s 364-36 , 379 -382 , 
3 8 5 - 3 8 6 ) ; 2 ) . The p e n t a t o n i c s c a l e from t h e f i r s t B s e c t i o n 
a t t h e ment ion of " b i r d s " i n b a r 386, w h i c h s p a r k s o f f l i t t l e 
echoes o f t h e o r i g i n a l b i r d s o n g , t h i s t ime i n v i o l a and f l u t e 
( b a r s 3 8 7 - 3 9 0 ) ; and 3 ) . The v i o l a and ' c e l l o ' s i g h s ' from 
t h e p a s t o r a l mus i c o f "Three S p r i n g Months" a t t h e ment ion 
of "the b l u e s k y o f March" , t h i s t ime i n t h e form of t h e 
opening theme i n m a j o r t h i r d s : 
§ 
Prom b a r 400 v a r i o u s i n v e r t e d forms of t h e c o l o r a r e 
p r e s e n t e d , p r o v i d i n g a sudden f r e s h n e s s a s t h e m o t i f i s 
t u r n e d round on i t s e l f and upwards i n d i r e c t i o n : 
v o i c e - 1 ° ( e m b e l l i s h e d ) 
f l u t e 
' c e l l o 
' c e l l o 
b a r 400 - 4O6 
b a r 401 - 406 
b a r 403 - 406 
bar. 406 - t h e end 
( i = i n v e r s i o n ) 
- I ^ ( e m b e l l i s h e d ) 
- 1 ° ( e m b e l l i s h e d ) 
- 1 ° ( c o m p l e t e ) -
+3 
A f i n a l b r i e f word must be devoted t o t h e S o u t a r s e t t i n g 
w h i c h i s the c e n t r a l p o i n t of t h e work. Because o f t h i s i t 
can be a l l o w e d t o be a s independent a s p o s s i b l e from t h e 
and s e p a r a t e e n t i t y , a g a i n i n a t r i p a r t i t e form, determined 
by t h e f l o w of t h e t e x t . My most important g o a l h e r e was t o 
c r e a t e a dua l c o n t r a s t i n g image of h o r r o r by w o r d - p a i n t i n g , 
i n e x t r e m i s ! The two images evoked i n t h e poem a r e of 
c h i l d h o o d innocence and t h e v i o l e n t death o f armed c o n f l i c t . 
The combinat ion of t h e s e two images produces one o f t h e most 
obscene s c e n a r i o s known i n man's e x p e r i e n c e ; a combinat ion 
almost u n b e a r a b l e t o c o n t e m p l a t e . The D m a t e r i a l e v o k e s , 
a l b e i t u n e a s i l y , our a c c e p t e d p e r c e p t i o n s o f c h i l d h o o d -
a ' r o c k i n g h o r s e ' game tune ( f l u t e , oboe, - b a r 151) and 
v e r y sweet harmonic f o r m a t i o n s i n t h e s t r i n g s , marked d o l c e ed 
i n n o c e n t e ( b a r 147). The E m a t e r i a l g r a d u a l l y e n f o r c e s i t s e l f 
and t a k e s o v e r , a f t e r i t s f i r s t abrupt appearance on f l u t e 
and oboe a t b a r 173- T h i s i s t h e second image - t h e w a r l i k e 
and t h e v i o l e n t , w h i c h i s c a p t u r e d by m u s i c a l g e s t u r e s which 
a r e a b r a s i v e , a n g u l a r and sudden, through t h e E s e c t i o n t o 
b a r 217. The c l i m a x i s t h e f u r i o u s o u t b u r s t w h i c h accompanies 
"the b lood o f c h i l d r e n c o r r u p t s t h e h e a r t s o f men". 
o u t e r m a t e r i a l ( A B C F ) . I t i s t h e r e f o r e q u i t e a detached 
+4-
SONATA FOR PIANO (1985 -86 ) 
F i r s t per formed by W i l l i a m Wright i n a BBC S c o t l a n d 
b r o a d c a s t (The M u s i c i a n i n S c o t l a n d , June 22 1987) 
T h i s work, a l though i n t h r e e movements, e x i s t s on one 
emot ional p l a n e throughout , o b s e s s i v e l y p r o j e c t i n g a n e x p r e s s i o n 
of t r a g e d y and e l e g y . These have been s t r o n g f e a t u r e s of 
C e l t i c l i t e r a t u r e and mus ic f o r c e n t u r i e s , and have been 
m a i n t a i n e d by S c o t t i s h poe t s e s p e c i a l l y i n t h i s p r e s e n t c e n t u r y . 
Much S c o t t i s h t r a d i t i o n a l mus ic a l s o i s o f a d e e p l y p a t h e t i c 
and r e f l e c t i v e n a t u r e , l a m e n t i n g t h e dead i n song and i n p i b r o c h ; 
and i n p a r t s of I r e l a n d t h e p r a c t i c e o f ' k e e n i n g ' s t i l l s u r v i v e s , 
where mourners may b r e a k i n t o a r h y t h m i c chant e x p r e s s i v e o f 
t h e i r g r i e f , d e s c r i b i n g t h e dead man, h i s death and h i s v i r t u e s . 
Al though t h i s S o n a t a c o n t a i n s no e lements o f a c t u a l C e l t i c 
t r a d i t i o n a l m u s i c , i t h a s n e v e r t h e l e s s sprung from t h i s wide 
c u l t u r a l r e s e r v o i r o f t h e e x p r e s s i o n of g r i e f . More s p e c i f i c a l l y 
i t r e c e i v e d i t s immediate i n s p i r a t i o n from t h e work of 
contemporary S c o t t i s h p o e t s e x p r e s s i n g t h e s e emotions i n a 
number of ways , r a n g i n g from Edwin M u i r ' s e v o c a t i o n o f b l e a k 
and i c y beauty i n " S c o t l a n d ' s W i n t e r " , t o t h e angry r e f l e c t i o n s 
on t h e r a v a g i n g b a r e n e s s o f C a l v i n i s m on our c u l t u r e and 
n a t i o n a l c h a r a c t e r i n I a i n C r i c h t o n S m i t h ' s "John Knox", t o 
t h e t r u l y l a m e n t i n g v o i c e o f Hamish Henderson ' s " F i r s t E l e g y 
f o r t h e Dead of C y r e n n i c a " . ( i n s t e a d o f r e p r o d u c i n g t h e t h r e e 
poems i n t h e i r e n t i r e t y I have t a k e n some o f t h e most p o w e r f u l 
p h r a s e s from e a c h , t o i n d i c a t e t h e p a r a l l e l s tream o f c o n s c i o u s n e s s 
i n t h e S o n a t a , and woven an i l l u s t r a t i v e and e c l e c t i c p o e t i c 
mosa ic a t t h e end of t h i s commentary) . 
4-5 
The work i s a n e x t r e m e l y p e r s o n a l u t t e r a n c e , w r i t t e n a t 
a t ime of r e l a t i v e i s o l a t i o n when I l i v e d deep i n t h e A y r s h i r e 
c o u n t r y s i d e . One a b i d i n g memory from t h i s t ime was t h e 
b a r r e n n e s s o f t h e s u r r o u n d i n g f i e l d s i n w i n t e r sweeping down 
towards A y r , w i t h A r r a n looming d i s t a n t l y on t h e h o r i z o n . The 
S o n a t a t r i e s t o evoke t h e s e images - t h e b a r e t r e e s and h a r d , 
f r o z e n ground, and an empty r u r a l s i l e n c e , save f o r t h e h a r s h , 
h o l l o w c r y from t h e r o o k e r i e s . 
The o u t e r movements a r e b r i e f , s t a t i c p r e p a r a t i o n and e p i l o g u e 
( b a s e d on s i m i l a r c h o r d a l m a t e r i a l ) f o r t h e main c e n t r a l movement 
which c o n t a i n s much v i o l e n t , r h a p s o d i c and r h y t h m i c g e s t u r e s 
a s w e l l a s m a t e r i a l e x p l o i t i n g a n e s s e n t i a l pa thos and m e l a n c h o l y . 
I 
The s h o r t f i r s t movement i s a combinat ion o f two c o n t r a s t i n g 
p r o c e s s e s o c c u r r i n g s i m u l t a n e o u s l y . The f i r s t o f t h e s e i s not 
r e a l l y a p r o c e s s a t a l l s i n c e i t i s a most s t a t i c element - t h e 
cons tant " t o i l i n g of a b e l l " i n the midd le of t h e t e x t u r e on 
t h e note D , and sometimes w i t h a p r e c e d i n g C^ F g r a c e n o t e . T h i s 
r e m a i n s a c o n s t a n t and i n s i s t e n t f e a t u r e u n t i l b a r 19 when i t 
t a k e s a s h o r t deve lopmental d e p a r t u r e when i t s d y a d i c n a t u r e 




The climax of t h i s development, which i s also the climax 
of the movement, occurs at bar 21 when the or i g i n a l Kb Eb dyad 
has r i s e n the octave and i s now given melodic prominence over 
a r i c h and flamboyant chordal accompaniment. The melodic 
treatment of t h i s 2 note motif subsides eventually to i t s 
o r i g i n a l position, leaving a single Eb t o l l i n g at the very end. 
Running concurrent with t h i s b a s i c a l l y s t a t i c cbda i s the 
element of direc t i o n a l t r a v e l from the top to the bottom of 
the keyboard. The f i r s t f i v e bars emphasize high chordal splashes, 
then from bar 6 begins an ordered downward numerical process 
involving (a),an 8-note chordal figure, the 7th and 8th chords 
becoming the 1st and 2nd of the next figure, and(b))a durational 
process which paces the general f e e l i n g of ebb and flow following 
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The i n t e r a c t i o n of these two elements can be observed i n 
t h i s graph where A i s the s t a t i c Eb or Db Eb b e l l t o l l i n g , 
and B i s the descending isorhythmic process discussed above: 
Bar 1 2. 5 4 5 6 7 8 9 10 11 12 15 14 15 16 17 18 19 20 21 22 25 24 25 26 27 
B 
A 
A more i n t r i c a t e i n t e r a c t i o n of the two elements occurs 
between bars 19-24 when the dyad i s developed melodically: 
i t becomes momentarily caught up i n the color of the descending 
isorhythmic process, the Db and Bb on beats one and two of bar 22 
being notes 3 and 4 of the 4th 8 note figure (see * i n Ex.50). 
I I 
I n comparison with the opening movement the second i s a 
much more amorphous structure involving a f a r f r e e r flow of ideas. 
I t s p eculiar form contains an abundance of elements which convey 
an improvisatory, declamatory and rhapsodic form of organic 
development. There i s a constant renewal of material, sometimes 
t o t a l l y new, sometimes consciously and even subconsciously 
remoulding an ex i s t i n g idea. The f i n a l form i s a continuous 
web where ideas, either i n t h e i r o r i g i n a l shape or i n some form 
of transformation, are woven into an emotional patchwork - a 
stream of i l l u s t r a t i v e gestures cu l l e d from or i g i n a l poetic images. 
48 
However, having c l a s s i f i e d most of the elements i n the 
f i r s t few pages^one can indeed t a l k i n terms of sections, as 
a major part of the sense of 'renewal' i s a perception of 
"winding down - hiatus - fresh momentum" which seems to 
delineate where the main sections are. The most helpful analysis 
i n t h i s case would be to proceed through the movement to as c e r t a i n 
the most important material, and how i t i s used to convey a 
continuum even although t h i s i s underpinned by a sectional construction, 
To begin with one can divide the movement into s i x connected 
sections: 
Section 1 bars 1 - 2 5 
" 2 " 26 - 48 
3 " 49 - 65 
11 4 " 65 - 80 
" 5 " 81 - 106 
" 6 " 107 - 125 
By the f i r s t s i x bars three main elements of material have 
been exposed i n quick juxtaposition: 
A - An upward f l o u r i s h (taking the music i n the exact opposite 
direction of the 1st movement) which i s always of a 
•polytonal' make-up where, usually, one hand has white, 
the other black notes. 
B - A quick, violent attack alternating, between the hands, a 
number of high, angular 3-note chords, the outer i n t e r v a l s 
of which are harsh major 7ths and minor or major 9ths 
(bars 2 and 6). 
C - Yet another t o l l i n g b e l l idea ("a thunderous God t o l l s 
from a northern sky") which takes on various melodic 
extensions as i n the 1st movement. The ' b e l l 1 note i n 
t h i s instance i s Ab and i s present from bar 2 to bar 7» 
where i t s f i r s t developmental t r a i t s are again dyadic 
(Bb Ab), which receives a whimsical decoration i n bar 9« 
At t h e i r f i r s t appearances A and B are i n t h e i r f u l l e s t form 
i n t h i s section; subsequently they are diminished i n shape, 
length and impact, such as the reductive form of A i n bars 
3, 4, 9, 10, 12, 15. 
,3\ 
(These l i t t l e i mpressionistic splashes which s t i l l maintain 
a polytonal d i v i s i o n between the hands w i l l be r e f e r r e d to as 
A^ for reference). 
2 
A i s the 'spiky* marcato version of the o r i g i n a l shape 
which appears with accented staccato i n bars 13 and 14. 
As A was o r i g i n a l l y a f l o u r i s h t h i s quality i s maintained 
at c e r t a i n points, us u a l l y as an extended upbeat to a new 
section or idea, such as i n bars 24 and 25 (A^). 
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The b e l l - t o l l i n g idea ( c ) i s the most l y r i c a l and evocative 
element i n the piece and i s therefore the most important since 
i t , most of a l l , captures the essence of elegy which i s central 
to the character and message of the work. At i t s second 
appearance i t i s rotated on a tritone a x i s , moving to D i n 
bar 12 and subsequently i s expanded melodically up a semitone 
i n bar 15 ( i e : a dyad again) but subsides back on to D to 
produce a melancholic 3-note sigh ('patetico' - bar 15) which 
reappears on i t s o r i g i n a l position on Ab - A - Ab between 
bars 18 and 20 ( C 1 ) . 
; © — ^ e 1 r p p P O 
3 
Immediately a f t e r t h i s i n bar 21 the dyadic shape i s 
inverted, emphasizing the central note (Ab) and i t s note 





Although three other main elements are introduced as 
the movement proceeds, the main impetus and characterization 
of t h i s movement i s contained i n A, B and C and t h e i r subsequent 
transformations. For example the second main section (from bar 26) 
begins with a rhythmicized form of A i n t r i p l e t semiquavers, 
s t i l l maintaining a black and white note d i v i s i o n between the 
hands, ( i w i l l r e f e r to t h i s form as A^). This i s followed at 
bar 30 by t h e s f i r s t reworking of B, ( B 1 ) which i s a melodic 
l i n e a r expansion of the or i g i n a l where each melodic phrase i s 
c l e a r l y devised from the o r i g i n a l chordal shapes i n B as they 
l a y under the hand (see also bars 33, 34 and 35). 
mm 
The physical shape of B i s fused into the rhythmic 
characterization of A^ i n bar 36 before blossoming into B 
proper i n bar 37. This i s an example of how, i n the course of 
t h i s movement's development, a sense of common ground between 
the o r i g i n a l disparate elements i s being sought. 
52. 
Section 3, beginning i n bar 49» introduces a couple of 
new elements not found i n the exposition. The d u l l , quiet, 
hacking blows ("A peasant's scythe rings church b e l l s from 
the stone") occur every 7 semiquavers. (This durational 
r i g i d i t y i s , however, modified and loosened as t h i s section 
proceeds). Within t h i s new, constant, almost mechanical 
idea (D) there i s an almost imperceptible element of gradual 
change, i n that by the fourth chord ;(bar 50 ) pitches begin 
to s h i f t , one at a time, either by a semitone or by a tone 
thus producing an extremely slow-moving kaleidoscope e f f e c t . 
The note D, as a t o l l i n g b e l l , i s again present at the 
beginning of t h i s section but i t s associated dyadic form has 
now become a wide-ranging chromatic f l o u r i s h (e) s t i l l containing 
the o r i g i n a l dyadic shapes at the beginning (D, Eb) and 
at the end (C, D). 
p 
Eventually, by bar 53» these flourishes have become 
disconnected from the b e l l notes and take off as a feature 
i n t h e i r own ri g h t , becoming a ' d i s t a n t 1 , low grumble between 
bars 57 and 64. Above t h i s , from.bar 55» "the 'sigh' and 
inverted dyad forms of C i n i t i a t e the f u l l e s t melodic development 
of t h i s element ('dolente' - bar 55-65) which subsides onto 
53> 
an extended 'sigh' from "bars 61-65. 
Section 4» beginning i n bar 65» introduces one f i n a l 
new idea - F; 
Hi 
Since i t s general shape and character i s s i m i l a r to B 
i t was wholly natural to attempt some form of fusion e i t h e r 
by immediate juxtaposition (as i n bar 68) or by the contrapuntal 
combination i n bar 71 which has a sequential development of 
F i n the l e f t hand against arpeggiated B chord shapes i n 
the r i g h t . This sequence has a descending momentum which 
culminates i n a s e r i e s of downward A^ flouris h e s (bars 73 to 
80) which rounds off the section and heralds Section 5» which 
begins i n a s i m i l a r way to Section 2 with the rhythmicized form 
of A ( A 4 - bar 81). 
I f there i s any sense of arch form i n t h i s movement then 
Section 5 c l e a r l y mirrors the process of Section 2 with i t s 
move to the l i n e a r B form (B ) i n bar 87 and the violent outburst 
of B proper (b.87) culminating i n the movement's climax (bars 92-97) 
with i t s high, intense hammering ( i n single notes t h i s time and 
not with chords) at the top of the keyboard. 
5 + 
However, i t i s at t h i s point that a sectional analysis of 
the work "becomes misleading because the climax i s the outcome 
of an unbroken continuum which begins, and maintains i t s 
momentum from bar 65. The various c l a s s i f i e d elements (A, B, C etc) 
from which i s spun t h i s stream of events are squashed together 
as the piece approaches i t s climax so that no break of 
momentum or excitement i s allowed. Even a f t e r the climax 
the web remains unbroken as the sinuous chromatic 'wind-down' 
(bar 97-102) i s extended into a t r i l l (bar 10>-106) over which 
1 
i s placed the 'sigh* of C . 
This continuum i s f e l t to be genuinely broken (but s t i l l 
i n a deliberately conceived connective manner) at bar 107, which 
i s the beginning of the s i x t h and f i n a l section. Theme F i s 
again juxtaposed with B 1 (bar 109-11) before the f i n a l and 
1 
f u l l e s t melodic blossoming of the t-ragic C theme appears at 
1 
bar 112 over soft polytonal waves of A . As t h i s melody subsides, 
the distant hacking of D i s reintroduced, t h i s time each chord 
occurring every s i x semiquavers, to provide a sense of 
desolation at the conclusion. 
I l l 
The whole point of t h i s movement i s to mirror the general 
direction of the B process i n movement I , so that the o v e r a l l 
sense of the piece i s a slow climb from the bottom to the 
top of the keyboard. There i s no measured organisation t h i s 
time, ( i e : no isorhythmic process, and not even any close control 
over the choice of pi t c h material to achieve t h i s climb) but 
the general direction i s "up", and contains mere a l l u s i o n s 
to the chordal structures and figurations of the 1st movement 
while introducing a few new elements. 
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The movement begins with an exact retrograde of the l a s t 
f i v e bars of the bass l i n e from I transposed down a semitone,-
so that the music begins with the lowest note oh the 
instrument on a long duration.(So the movement begins with 
notes 8, 7, 6, 5 of the f i n a l c o l o r ) . The high f l o u r i s h i n 
bar 1 of the opening movement now finds i t s corresponding 
converse i n the bottom r e g i s t e r i n bar 6. The upward ascent 
i s now propelled forward by a new rhythmic device i n t r i p l e t s . 
Within t h i s new characterization of the beat the: e emerges 
a rhythmic shape, "short - long - short", (sometimes "long - long 
short") which attempts to e s t a b l i s h i t s e l f : 
Ex.33 
3 — 
r- J . _ 3 t. 
r b'f +— f—\m f p «! * 
p — 
4-^ Mr3 y 
Although t h i s character emerges at various points throughout 
the movement i t s rhythmic p l i a b i l i t y i s never allowed any 
organic momentum since the point of the piece i s to convey 
disintegration and withering, so the l i t t l e rhythmic shape i s 
cu r t a i l e d on each occasion and deliberately stunted. 
"Memories" of the opening movement are brought into focus 
such as the 5th-dominated t o n a l i t y i n bars 8 - 1 2 which r e c a l l s 
bfa 
one of the chorda! shapes from I . (The second chord of bar 10, 
the t h i r d chord i n bar 15, and the chord on the 2nd beat of 
bar 19 are, i n each case, the s i x t h chord i n each statement 
of the mobile c o l o r ) . The shape of the f i r s t chord i n each 
color i s introduced also, i n bars 13, 18 ( s l i g h t l y altered) 
and 20: 
ii 
The other predominant aspect as the piece climbs to i t s 
conclusion i s the f a s t , b r i t t l e figurations (mainly involving 
quick alternations between the hands) which are an obvious echo 
of bar 1 from the 1st movement, but also reminiscent of 
both A and B from the second movement. 
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Now the i c e lays i t s smooth claws on the s i l l , 
The sun looks from the h i l l 
Helmed i n h i s winter casket 
And sweeps h i s a r c t i c sword across the sky. * 
That scything wind has cut the r i c h corn down -
.... f i e l d s , now barren of t h e i r corn. * * 
And sleep now. Sleep here the sleep of the dust. * * * 
But they, the powerless dead, 
Listening can hear no more 
Than a hand tapping on the sounding f l o o r . * 
- the b e l l s are jangled i n St Andrew's town -
a thunderous God t o l l s from a northern sky. * * 
Why should I not sing then, the dead, the innocent? * * 
A peasant*s scythe rings church b e l l s from the stone. * 
... the birds are drawn again to our welcoming north. * 
* Scotland's Winter (1956) by Edwin Muir (1887-1959) 
* * John Knox (1961) by I a i n Crichton Smith (b.1928) 
* * * F i r s t Elegy for the Dead i n Cyrenaica (1948) by 
Haraish Henderson (b.1920). 
Two Visions of Hoy (1986) 
for oboe s o l o i s t , f l u t e , c l a r i n e t , horn, bassoon, 
percussion and ' c e l l o 
F i r s t performed by Alison Alty and the New Music Ensemble of 
Manchester University (directed by the composer) at the E s t i v a ! 
F e s t i v a l i n Manchester, June 1986. 
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The structure and development of material i n these two short 
pieces were determined by the programming arrangements of the 
f i r s t performance,, I decided to write two l i t t l e companion 
pieces for an e a r l i e r work written i n 1983» Further than Hoy^which 
was a setting of a poem by the Orcadian poet George Mackay Brown, 
for soprano and the same ensemble. The song was to be placed 
between the two new movements, and material from the song was used 
as e s s e n t i a l ingredients i n both. 
The forms of the new pieces were further determined by my 
wish a) to make an audible preparation for the beginning of the 
song i n the l a s t t h i r d of the opening piece, ( a sort of pre-
development i n f a c t ) , and b) to take material from the very end 
of the song and to weave something new from i t (with not such 
obvious connections t h i s time). The f i r s t performance therefore 
presented the two works as an interwoven entity, but there was 
a perceptible change (even regression) i n s t y l e between the 
oboe pieces and the song, a f a r l e s s f i n e l y focused and roughly 
hewn work. 
When divorced from the song the Two Visions of Hoy make a 
s i g n i f i c a n t l y different impact, being f a r l e s s of a " f u l l meal" 
while becoming more cohesive. The second performance (by the 
S1 
same players) i n Manchester's Whitworth Art Gallery i n 
February 1987 gave the impression of two short sound-paintings 
rather than the large cyclic-organic form which resulted from 
combining the two works. 
1. The Hermit's Mountain Cave 
The opening f l o u r i s h i s taken from the song: the added element 
i s the t r i l l on each instrument which produces a taessachord made 
up of three tonal and one semitonal dyad: 
£x.4-[ 
Here t h i s chord i s named H and the four dyads named h i , h2, 
h3 and h4, and along with the remaining four complementary 
pitches ( C ) , they are developed to produce most of the motivic 
as well as harmonic and gestural d e t a i l throughout the fast 
section of t h i s movement. 
The opening oboe melody gradually introduces the four pitches 
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As well as the oboe's motivic material, most other things 
can be traced back to the p i t c h arrangements i n Ex.41. For 
example the chordal formations (on f l u t e , c l a r i n e t , horn and 
bassoon) i n bars 7, 8 and 9 have the outline of H, but t h i s 




it PSA. 1 
(The formation appears again i n bars 10, 11 and 12, on these 
occasions with rhythmic augmentation of the grace notes). 
We are now beginning to see that the i n i t i a l p i t c h 
considerations are becoming the fundamental and unifying 
determinant on the harmonic/dramatic effect as the music unfolds. 
There i s no sense of dire c t i o n a l harmony yet (although there i s an 
element of t h i s towards the end of the piece) but harmonic 
considerations are always important i n achieving both the mood 
of an expansive section and the p a r t i c u l a r shape and nuance of 
much smaller events. For example the b r i e f f l u r r y of a c t i v i t y 
on the 2nd beat of bar 9 can be deduced by taking the two oboe 
notes as the p r i n c i p a l s t a r t i n g point (h/J.) which then receive 
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This approach i s used again i n bars 19 and 20 when the C 
shape receives a s i m i l a r harmonic layering on f l u t e , oboe and 
c l a r i n e t . 
hi. 
A new harmonic character izat ion i s added i n "bar 13 when 
another element i s introduced from the song. This can he 
summed up i n the f o l l o w i n g polytonal chord constructions w i t h 
t h e i r strong low f i f t h s and distant t h i r d s on t o p . (The r e s u l t i n g 
t h i r d s and s ix ths are especial ly important i n the harmonic f l avour 
of the f o l l o w i n g sec t ion . ) 
C\l Mu f fa* I 1* ^ t= 
J 'ffi* 1 1 ' Ci a 
As has been indica ted , the essential purpose of t h i s piece 's 
form was t o prepare the opening mater ia l of the song which 
begins w i t h t h i s melody on the f l u t e : 
fix. 4-6 7 I 4 i 5 




This makes i t s f i r s t pre-echo i n the horn ca l l s from bar 20 
i n which the f i r s t f o u r notes are out l ined and subs tan t i a l ly 
a l te red i n rhythmic character izat ion: (Ex.46 b ) . I t s gradual 
in t roduc t ion t o the f l ow of the music reaches a new stage when, 
from bar 26 t o 32 i t establishes i t s e l f i n a s imi l a r addi t ive 
process t o the opening oboe mate r ia l : Gradually notes of the 
theme are added on the f l u t e , and notes of i t s invers ion on 
the c l a r ine t (Esc. 46 c ) . This i s the most intense moment of 
the work and when i t subsides we are l e f t w i t h a whole tone 
chord (at bar 32) which begins the f i n a l sect ion. This chord 
i s derived from the two notes (P, B) which are not present i n 
e i ther the theme ( f i r s t seven notes - Ex. 46 a) or i t s invers ion 
(Ex. 46 c ) . and then by f i l l i n g i n t h i s t r i t o n e w i t h whole 
tones (G, A ) . The t r i t o n e i s important here as i t acts as 
an axis f o r the next stage of the theme's development. I t i s 
now revolved to i t s own t r i t o n e p o s i t i o n , and the gradual 
in t roduc t ion of i t s notes begins on Ab, t h i s time a l t e r i n g 
the f i r s t i n t e r v a l t o yet another whole-tone (Ex. 46 d ) . 
Against the marimba's pulse, which works contrary t o 
3 
ei ther the 4 beat or the t r i p l e t s of the wind instruments, 
various other elements are reca l l ed before the f i r s t piece 
q u i e t l y subsides i n the gentle quintuplet strokes of tom-toms, 
f l u t e and c l a r i n e t : the r i c h chords from bar 40 r e c a l l the 
harmonic mater ia l i n Ex. 45t and the abrasive horn c a l l i s 
once again present i n the t h i c k texture i n bars 4V42, t h i s 
time s u f f i c i e n t l y softened. 
2. The Awakening of Sylvan Children 
The most essential generating p r i n c i p l e of t h i s movement 
can be traced t o the f i n a l f l o u r i s h f o r c l a r ine t at. the very 




I t was easy enough t o use t h i s t o f i n d the opening p i t c h 
mate r i a l , and the r e s u l t i n g slow, upward sweep on c e l l o , 
"bassoon, horn and c l a r ine t caught the necessary atmosphere 
of something s t i r r i n g from sleep, thus capturing the essential 
image of the t i t l e . But I also derived something else from 
i t , and although i t i s s l i g h t l y more contr ived i t has provided 
me w i t h a durational p r i n c i p l e which pervades the whole piece. 
Taking the note C at each of i t s occurrences as the f i r s t note 
i n a series of f i v e segments, I created t h i s number sequence: 
2 7 4 6 3 
This i s used not only t o es tabl ish the slow opening i r r e g u l a r 
pulse, but also t o determine the length of various u n i t s 
throughout, and even t o give durational shape t o more 
compressed melodic elements. F i r s t l y , the duration sequence i s 
sounded on gong and tam-tam where the basic u n i t of pulse i s 
the crotchet: 
p 0 " j>- o o- |>-
2 7 4 6 3 
65 
The percussionist i s jo ined by c e l l o , bassoon, horn and 
c l a r ine t and the sequence i s used t o shape the gradual r i s e 
i n the p i t c h mater ia l from low t o high r eg i s t e r s , and i t 
appears another three t imes. But at the end of the t h i r d sequence 
a crotchet rest i s inser ted between the l a s t two durations, 
6 and 3 ( i n bar 22) and t h i s marks the beginning of t h i s 
element's d i s in t eg ra t i on . An extra crotchet rest i s added 
a f t e r each chord producing t h i s terminal s t re tch ing ( res ts 
are enc i rc led) : 
bar 20 , . 
,— N , v /^ -vN long rest 
The sequence i s reintroduced on the same instruments sit bar 48 
and i t i s used t o shape the end of the piece. 
At bar 22 when the r e g u l a r i t y of sequence i s in te r rup ted by 
res t s , another app l ica t ion of the sequence i s superimposed, 
t h i s time on f l u t e and marimba. Each block of a c t i v i t y roughly 
corresponds w i t h the d i g i t s of the sequence, where the basic 
u n i t i s once again the crotchet . The time segments are sometimes 
not exact t h i s time as a few ideas b r i e f l y s p i l l over i n t o the 
subsequent res t s : each phrase i s fol lowed by two crotchet res t s , 
producing t h i s durational pa t tern on f l u t e and marimba ( res ts 
enc i rc led) : 
bar 22 bar 30 
2+ 0 7 0 ) 4 ( f l u t e o n l y ) @ 6 © 3+ © 2 @ 7 ® 4 + © 6 © 3 + 
(process becomes 
f r e e ) 
This mater ia l was also devised t o create the sensation of 
awakening, but also t o introduce smaller rhythmic u n i t s t o work 
against the p r eva i l i ng crotchet beat. V/e see t h i s especial ly i n 
bb 
the marimba part where there i s an "acceleration" from t r i p l e t 
quavers through semiquavers, quintuplets and f i n a l l y sextuplets . 
The purpose of t h i s (and especial ly of the d i v i s i o n of the 
sextuplets i n t o 3 + 3 ) was t o es tabl ish a p l a y f u l mood evocative 
of a ch i ld ren ' s game ( 'giocoso ma t r a n q u i l l o ' - bar 29). The 
6 
sextuplet rhythm i s r e a l l y a 8 pulse and i s de l ibera te ly 
designed t o imply a j i g . This leads me t o a discussion of 
another v i t a l component of t h i s movement which i s more f u l l y 
exploi ted i n the orchestral piece The Keening. 
Ever since the incorporat ion of Javanese modes, rhythms 
(and even instruments) i n The Piper at the Gates of Dawn and 
Three Dawn Ri tuals I have been in teres ted i n ethnic music and 
the po t en t i a l of incorporat ing some metamorphosis of i t s 
character is t ics i n t o my own composition. When I became 
in teres ted i n the t r a d i t i o n a l music of my own country (Scotland) 
the urge i n t e n s i f i e d , but the method seemed more problemat ical . 
The l a s t t h i n g I wanted t o do was w r i t e ' n a t i o n a l ' music i n a 
pastiche manner (or even from a Bartokian perspect ive) , so I 
came t o t h i s s ingle (and by no means complete) so lu t ion : the 
most s t r i k i n g aspect of Scot t i sh music f o r me was the beauty 
of melodic ou t l ine and shape i n much of the vocal and pipe 
r epe r to i r e . I t i s through the performance of the great bal lads , 
laments and pibrochs tha t we are able t o plug i n t o a very 
deep reservoir of shared c u l t u r a l experience, and the performance 
and reception of t h i s music i s usual ly much more impact fu l and 
poignant f o r a member of "the race" than i t i s f o r others. 
I t was t h i s depth of emotion I wished t o tap and communicate, 
and t h i s I do qui te extensively i n The Keening by using the 
lament tune "Great i s the cause of my sorrow". 
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The atmosphere t o be evoked i n t h i s second Vis ion i s , 
of course, f ree of the t r a g i c dimensions of the orchestral work, 
and t h i s allowed me t o use o r i g i n a l t r a d i t i o n a l mater ia l of a 
f a r more f r i v o l o u s nature, hence my incorporat ion of the Scot t i sh 
j i g tune "Scarce o' t a t t i e s " ! Without the f o l l o w i n g chart i t 
would be impossible t o t race t h i s , but as I have indicated the 
s ingle most important element I wish t o capture from the 
t r a d i t i o n a l mater ia l was i t s melodic shape and d i r e c t i o n . 
Therefore, w i th much embellishment, chromatic i n t r u s i o n and 
s t re tching of phrase^the oboe tune from bar 27 can be t raced 
back t o the o r i g i n a l j i g , thus: 
d5 
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I have broken down the essential components of the j i g ' s 
s t ructure - i t s simple rhythm and melodic terseness - and then 
recons t i tu ted the character of the j i g by maintaining i t s 
broad melodic design and providing i t wi th a new j i g rhythm. 
The j i g i s connected w i t h the above-mentioned durat ion series 
since the oboe melody begins wi th ma te r i a l ; t he rhythmic character 
of which i s s t rongly shaped by the numbers 2 7 4 6 and 3 ( the 
basic u n i t t h i s time being the semi-quaver): 
ft 
% — 
f M i t 
The mater ia l of the middle sect ion which i s abrupt ly 
introduced by horn and bassoon i n bar 38 i s derived from the 
p i t c h mater ia l i n Ex. 47. Although the sextuplet d i v i s i o n of 
the beat i s maintained the essential character of the music 
i s a l tered by the i n t e r n a l re-ordering of the sextuplet 
t o 2 + 2 + 2. 
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The Keening 
1985 - 1987 
f o r orchestra 
Of a l l the works i n t h i s p o r t f o l i o which delve i n t o 
t r a d i t i o n a l cultures f o r mater ia l or i n s p i r a t i o n t h i s i s the 
most extensive essay. At the heart of t h i s piece i s . t h e 
Scot t ish lament tune 'Great i s the Cause of My Sorrow 1 , sometimes 
known as Murt Grhlinne Comhann (The lament f o r Glencoe). The 
p r a c t i c a l i t i e s involved i n absorbing the or ig ina l , tune i n t o 
the essence of the new work are quite s imi l a r t o those employed 
i n the second of the Two Visions of Hoy, i n that the tune provides 
a framework on which i s based not only the p i t c h ma te r i a l , but 
the s t y l i s t i c and emotional character f o r the en t i r e work. 
The most potent aspect of the tune which I wished t o maintain 
and projec t was an emotional e f f e c t achieved by melodic contour 
and d i r e c t i o n . I n actual f a c t , the tune i t s e l f i s hardly 
discernible since the durations of each note have been grea t ly 
extended and receive an unequal and i r r a t i o n a l treatment, so 
that the rhythmic sense of the o r i g i n a l i s e f f e c t i v e l y ob l i t e r a t ed . 
However, the choice of melody gives t h i s work an elegiac, 
brooding q u a l i t y , quite s imi l a r t o the mood of the Piano Sonata 
which also dealt w i t h Cel t ic pre-occupations w i t h g r i e f and 
loss , and the expression thereof . 
Although the work i s i n one continuous movement i t i s 
both sectional and arched i n s t ruc ture , and the lengthy middle 
section i s so contrasted i n mood and tempo that i t can be 
regarded as a movement w i t h i n a movement. The arch form i s as 
f o l l o w s , where the A sections are var ia t ions based on the lament tune: 
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C1 (378-401) 
A 1 1 (401-460) A (461-493) fas? middle 
section 
(196-377) 
Although there i s an almost l i t e r a l r e cap i tu l a t i on of some of 
the opening mater ia l at the very end (from "bar 461), each of 
the e a r l i e r treatments of A are presented i n a highly- var ied 
way producing qui te d i s s imi la r musical statements while maintaining 
a common shape provided by the o r i g i n a l melodic curve. The f i r s t 
treatment of the tune involves s ix solo v i o l a s , and accompanied by 
a s o f t , warm colouring on horns, harp, a l t o f l u t e and c l a r i n e t s . 
The second treatment (from bar 95)» invo lv ing the f u l l s t r i n g 
sect ion, has a canonic process at i t s centre, producing a sensation 
of delay and ' d r a g ' , i n some ways reminiscent of Gaelic psalm 
singing i n the outer Hebrides where the cantor leads, and i s 
always s l i g h t l y ahead of the congregation, who pre fe r t o stagger 
t h e i r entr ies and avoid any sense of met r ica l s t r i c tness . The 
ornamentation used i n t h i s passage was de l ibera te ly designed t o 
evoke t h i s s t y l i s t i c e f f e c t . Indeed t h i s sect ion was w r i t t e n 
f i r s t and gives the work i t s t i t l e , being an attempt t o capture 
the sensation of keening, when mourners ( l e d by a p r i n c i p a l ) 
break i n t o an impromptu chant, expressing t h e i r g r i e f and 
describing the character and v i r tues of the deceased and the 
circumstances of h i s death. Because of t h i s , the choice of 
melody and i t s t i t l e take on an added s igni f icance and i n j e c t 
the work w i t h an external emotional f o r c e . 
This i s again present i n the next A section (from bar 401) 
which i s a v io l en t and apocalyptic t ransformation f o r brass 
and percussion. This time not jus t instrumentation i s d i f f e r e n t , 
but so also i s tempo and a r t i c u l a t i o n , although once again the 
A ( t o bar 71) B (71-95) A 1 (95-151) C (152-195) 
1Z. 
central charac ter i s t ic thread i s maintained by f o l l o w i n g the 
melodic contour of the o r i g i n a l . Before the f i n a l r e cap i tu l a t i on 
of the opening mater ia l the tune receives one other treatment, 
t h i s time i n searing unison f o r f u l l s t r i n g section (minus 
double basses), overlapping the brass and beginning at bar 425« 
The intervening sections (B, C , B and C 1) are composed w i t h 
no trace of the lament tune and subsequently are of a d i f f e r e n t 
character al together, thereby providing a necessary and contrast ing 
counterbalance w i t h i n the overa l l s t ruc tu re . The B sect ion 
(bars 71-95) which i s t r a n s i t i o n a l i n that i t i n t e r rup t s the 
two opening 'lament' va r i a t ions , i s a series of gestural 
outbursts, many of which re-appear and are developed i n the fas t 
central sect ion. Ei ther side of t h i s the two C sections, although 
having no apparent connection, are l i n k e d by a common p i t c h ma te r i a l . 
The s i m p l i c i t y of technique involved i n absorbing the lament 
tune i n t o the new work i s best h igh l igh ted i n the f o l l o w i n g 
example which shows how the ou t l ine and d i r ec t i on of the 
melody i s maintained i n the opening sect ion. The p r i n c i p l e 
notes are resonated on 6 v i o l a s , 4 horns, harp and a l t o f l u t e . 
The example indicates how the melody has been worked through, 
showing where each note has been introduced f o r the f i r s t time 
and on which.instrument. 
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The essential modality of t h i s tune i s maintained u n t i l bar 39 
when ' f o r e i g n ' notes are introduced i n quintuplets ( v i o l a 1 ) . 
Although t h i s signals a gradual loosening of the resonated 
modali ty, these fo re ign notes are simply extensions of the 
ornamentation p r i n c i p l e which i s present throughout the A 
sections (especia l ly i n A 1 ) and which have been de l ibera te ly 
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taken from Cel t ic t r a d i t i o n a l music, both i n i t s vocal and 
instrumental forms. I n pibroch music especial ly , great emphasis 
i s placed on the ro l e of ornamentation, and on the p ipe r ' s s k i l l 
i n producing complex ornamentative f i gu ra t i ons as the melody i s 
gradually var ied and developed. I t assumes a rhythmic func t i on 
as i t defines the p r i n c i p l e notes and the main beats and i t 
also f a c i l i t a t e s greater expression. Both these funct ions can 
be seen as important i n t h i s opening section as the p r i n c i p a l 
notes of the melody are increasingly provided w i t h a preceding 
decorative f l o u r i s h , and the ornamentation idea i s extended 
t o include gl issandi which begin gradually t o permeate the 
s t r i n g t ex tu re , heightening the expressive tens ion. 
On page 4 "the shape of the tune becomes quite recognizable 
at the top of the texture ( v i o l a 1, a l t o f l u t e , oboe 1) 
w i t h a harmonic 'haze* below on the other v io las i n rhythmic 
unison. On page 5 a disturbance i s gradually introduced by 
tom-toms, cel los and basses ( co l legno and p i z z . ) and piano. 
This i s the necessary rhythmic and t e x t u r a l a g i t a t i o n which 
prepares f o r the f o l l o w i n g B t r a n s i t i o n sect ion. 
This begins at bar ^^ as a development through i n t e r a c t i o n 
of two fragments: 
( i ) a r i s i n g t r i p l e t c lus te r i n trumpets and trombones 
( i i ) a b l a r i ng t r i l l i n horns and tuba. 
Both fragments are presented i n jux tapos i t ion and superimposition 
and invo lv ing the spa t i a l displacement of ( i i ) t o the s t r ings 
(see bars 77-79). The second part of t h i s section (from bar 82) 
i s a dynamic mosaic at the back of which i s a series of r i c h 
s t r i n g chords (Ex. 51) on which are organised an i n t e r l ock ing 
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pat te rn of musical characters defined by rhythm, shape, vo ic ing 
and physical impact. 
file. 1 
The most prominent type of character here i s a rhythmical ly 
shaped woodwind f l o u r i s h i n which the instruments play 
homophonically and i n p a r a l l e l . 
A l l these gestures are rather fragmented and shor t l ived and 
merely provide a b r i e f i n t e r r u p t i o n t o the ' lament' v a r i a t i o n s . 
They assume a more considered and wide-ranging development i n 
the large central sect ion, but f o r the moment are allowed a 
;aers glimpse, and are gradually faded out through pages 10 and 11 
as the v i o l a so lo i s t reintroduces mater ia l from the opening t o 
connect w i th the f o l l o w i n g A 1 sec t ion. 
This i s a new perspective on the lament tune, and as I have 
stated, involves a simple canonic process. The p r i n c i p a l 
'voices ' i n t h i s canon are v io las 1-6 (supported by v i o l i n s I I , 
8-14) and ' ce l los 1-5 (supported by v i o l i n s I , 9-16). I n t h i s 
v a r i a t i o n the p r i n c i p a l notes of the melody are stretched longer 
than before and are provided wi th even more elaborate ornament 
ideas. This makes the texture seem even more s t a t i c and expansive, 
(the long notes becoming almost d rone- l ike ) , and spr inkled wi th 
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decorative scurrying which provides a del icate shudder t o an 
otherwise secure web of sound. 
Although the generating p r i n c i p l e behind t h i s music i s 
fundamentally melodic there i s a great deal of harmonic 
character izat ion involved i n t h i s sect ion. The other s t r i n g 
par t s , although appearing t o partake i n the canonic process and 
i n the general d i rec t iona l curve, are designed p r i n c i p a l l y t o 
create a dense, slow-moving kaleidoscopic harmonic t ex tu re . 
By breaking down the harmonic/rhythmic impl icat ions of the 
o r i g i n a l tune one can re-create from scratch an e n t i r e l y new 
harmonic context. This i s i n no way f u n c t i o n a l , but ra ther r i c h 
and decorous, g iv ing the impression of being created from a dense 
bundle of equal melodic voices. 
Although the harmonic combinations become qui te t h i c k (especia l ly 
on pages 14 and 15) the greatest c l imact ic tension i s achieved 
at the top of the melodic curve when a l l the s t r i n g instruments 
reach a simple unison G, then broaden t o qui te a narrow frequency 
band on the pitches surrounding t h i s note (bar 124-127)• These 
notes const i tu te the high-point of the o r i g i n a l tune and so 
are stretched i n t o an extremely tense climax, invo lv ing f u l l 
orchestra, which only begins t o subside from bar 134« 
Tension and reg i s t e r decrease as the melody i s fo l lowed back 
t o i t s f i n a l ton ic B (bar 152) which i s the s ta r t of another 
t r a n s i t i o n a l sect ion, C. This i s a ghostly, atmospheric passage 
which was i n i t i a l l y provoked by the music from the beginning of 
scene 4f Act I I of Die Walktire by Richard Wagner. I n p a r t i c u l a r 
my imagination was captured by the dark, foreboding sounds of 
Wagner's orchestrat ion and h is p l a i n t i v e use of cor anglais , 
bass c l a r i n e t , lower s t r ings and especial ly the brass choir i n some 
of the most solemn music i n the en t i re Ring cycle . 
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This i s the moment where Brilnnhilde appears t o Siegmund t o 
announce h i s f a t e ; "Siegmundi Sieh auf michl 
I ch b i n ' s , der bald du f o l g s t . " 
The g r a v i t y of t h i s moment has always touched me and I have, 
f o r some t ime, wanted t o re-create a s imi l a r atmosphere i n one 
of my own works. Since a Valkyr ie i s but the Norse equivalent 
of a Banshee t h i s seemed the most appropriate opportunity, and 
the analogy i s not out of place. Cel t ic mythology has i t that 
when a banshee i s heard w a i l i n g , a death i s imminent. There i s 
an obvious connection here wi th Wagner's treatment of the Valkyrie 
myth i n that Siegmund*s death i s communicated t o him before the 
event. The musical 'image' from t h i s moment i n the opera which 
has percolated through t o my work i s the use of slow, solemn 
le i tmot ives announced i n the brass. Against a low, slowly 
pulsa t ing background ( invo lv ing microtonal g l i ssandi on the 
s t r ings) s imi l a r melodies appear from bar 156. One can trace 
these through: trumpet 1, trombone 1 i n octaves, horn 2 (bar 159*-^), 
contrabassoon (bar 162-*), e tc . 
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The l a s t note i n each of these melodic statements i s taken 
up by other instruments t o become part of the growing background 
chord. I n fact t h i s immobile chord, which l a s t s a long time 
(from bar 152-176) i s the f i r s t of a series of chords of 
ever-decreasing length which define the background structure 
of t h i s section. These chords, t h e i r lengths and instrumentation 
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So, over a series of slow solemn melodic statements there i s 
also a series of f i v e r i s i n g chords of gradually diminishing 
duration which cause t h i s section t o implode, and end, once 
again, i n a c o l l e c t i o n of scurrying gestures which lead t o 
the large central section (D), beginning at bar 196. 
This contrasting section has many characteristics t o distinguish 
i t from the 'lament' sections at the beginning and end of the work. 
The most notable are the b r i t t l e rhythmic figures which are 
woven i n t o the texture, and the mock-playful 'scherzo* f e e l i n g 
of much of the fast music. The section begins with a series of 
short flourishes and hesitant figures separated by long pregnant 
notes or chords. A l l these ideas are shortli v e d and unrelated, 
but appear as a series of upbeats, inconsequential i n themselves 
*~ wi t h t h e i r growth f r u s t r a t e d , but a l l preparatory f o r the 
new tempo ( J^= 116) at bar 223. 
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Prom t h i s point onwards the music proceeds i n a series of 
frozen 'images', of varying lengths, i n which various musical 
characters are woven i n t o a complex rhythmic texture. For 
example the f i r s t 'image' (from "bar 223) i s dominated by a 
p l a y f u l , b r i t t l e idea i n t r i p l e t s f o r bassoons, piano and lower 
st r i n g s , but against t h i s there i s an angular, more expressive 
and broader melodic styl e s t i l l hovering solemnly over the new 
texture. This melodic shape i s important as i t appeared at bar 216 
and i s developed throughout t h i s middle section: 
0*\ fa S B 4b e*fc. 
At bar 231 a new 'scherzo' idea i s introduced at the top 
of the texture; 
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against which the broader melodic s t y l e of Ex.54 i s s t i l l 
sweeping up and down i n vi o l a s , horns and cellos. Into t h i s 
c o n f l i c t of ideas i s introduced one more prominent figure at 
bar 235/36. This i s the r i s i n g t r i p l e t fragment from the 
t r a n s i t i o n a l B section (see bar 71)• 
By bar 240 a l l the p r i n c i p a l motifs f o r development have 
appeared and the notion of a frozen image now becomes more 
sectional,where a texture i s held immobile as a background over 
which the broad melodic styl e of Ex.54 i s allowed t o come i n t o 
prominence. At t h i s point the downward melodic sweep i s delivered 
on muted trumpet and cor anglais. There i s a series of these 
images from bar 266 c o n s t i t u t i n g a gradual, paced climb t o the 
work's climax, but ju s t before t h i s gets underway there i s one 
active mobile section (from bar 242 t o 266) which i s r e a l l y a 
patchwork of some of the shorter, crisper motives heard so f a r . 
For example the r i s i n g t r i p l e t f i g u r e assumes an almost 
r e f r a i n - l i k e importance, punctuating the music and i n t e r r u p t i n g 
many other ideas. (See bars 242, 246, 251, 255, 257, 258, 261). 
The 'scherzo' idea seen i n Ex.55 i s also developed, receiving 
a f u l l chordal treatment i n the strings from bar 246. Over these 
v o l a t i l e changes of mood and physical impact there i s s t i l l an 
expansive melodic development of the type already seen. (See 
trumpet and cor anglais from bar 251)• 
A highly sectional approach defines the progress of the music 
from bar 266 t o the climax at bar 369, where each 'image' i s 
characterized by either a glassy, r i c h s t r i n g texture (b .266~>), 
a complex and 'clockwork* rhythmic counterpoint i n brass and 
percussion (bar 272->), or some form of rhythmic, exuberant 
outburst based on an,existing motif (trumpets, from bar 280-^). 
Present i n many of these blocks i s a most prominent handling of 
slower melodic material such as that on bassoon, tubular b e l l s , 
piano and harp from bar 316. 
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The f i n a l image (and the one which propels the music t o i t s 
climax) i s another complex mosaic of r e p e t i t i v e ideas, s t a r t i n g 
from bar 536. There i s a constant downward/upward sweep on 
f l u t e , two oboes and cla r i n e t which gives the sensation of 
r e p e t i t i o n , but since the i n t e r v a l s i n these p a r a l l e l l i n e s are 
gradually changed there i s a perceptible f e e l i n g of a slow 
r o t a t i o n of chromatic tension. Against t h i s there are terse, 
repeated melodic figures on other woodwind and two trumpets, 
figures of varying length so that there i s a continual re-alignment 
of l i m i t e d ideas w i t h i n the texture. Various other motives on 
tuned percussion, bassoons and horns, f l u t e , piccolo, piano and 
xylophone contribute t o t h i s intensely complex kaleidoscope 
of sound. Against t h i s busy a c t i v i t y a high s t a t i c chord i s 
gradually b u i l t up on the st r i n g s , and over a l l t h i s the most 
prominent component i s once again an impassioned melody on 
str i n g s , trumpet and horn. This i s a sure i n d i c a t i o n of the 
importance of melody: i t i s the most expressive ingredient 
and at the same time the simplest and most v i t a l determinant of 
form. 
Between bars 366 and 3^9 a metric modulation causes an 
increase i n tempo at the climax which, as i n An rathad do 
dh'Ardtalla. presents a t o t a l l y new idea, here blared out on 
horns, trombones, tuba and bassoons. I claimed t h a t , i n the 
overall arch form the middle section was followed by a section 
termed C1. Since the o r i g i n a l C section was the most immobile 
of the whole work, and t h i s new section from bar 378 i s the 
fastest and most active i t i s not easy t o see the connection. 
However i t was not important t o me t o make the arch audible and 
i t s u f f i c e d t o base t h i s section on similar p i t c h material. 
?2_ 
One can trace t h i s p a r t i c u l a r connection by comparing the 
melodies at the end of the C section with the prominent material 
f o r horns i n C1: 
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Also, the dyadic construction of the accompanying chords on 
strings and upper woodwind have a loose connection with the 
chord types which appear i n Ex.53. 
The brash, agitated nature of the horn w r i t i n g here i s 
developed and gradually involves the f u l l brass choir, and 
there i s an imperceptible l i n k with the next section (which again 
uses material taken from the lament tune) by continuing t h i s 
s t y l e of brass a r t i c u l a t i o n . The p i t c h material from the 
lament i s reintroduced at bar 401, the tonic being E t h i s time, 
and one can trace the outline and d i r e c t i o n of the melody now being 
used i n a manner sim i l a r t o the previous A section, but because 
the playing s t y l e i s uniform, no audible break i n the sections 
i s present, and one perceives t h i s as a continuous fanfare section 
(the roots of which lay i n the climax bars themselves) running 
through t o bar 435. 
This material i s overlapped by one more v a r i a t i o n on the 
lament tune, t h i s time f o r the unison s t r i n g section, before 
an obvious r e c a p i t u l a t i o n of opening material i s made at bar 461. 
What we have seen between bar 3^9 and t h i s point i s a series 
of three s i g n i f i c a n t climaxes: a) the highpoint of the middle 
section, b) an orgias t i c and chaotic transformation of the 
lament tune f o r brass and percussion and c) an impassioned, 
reworked statement of the theme on st r i n g s , complete with the 
'programmatic' sighing and sobbing which the t i t l e c a l l s f o r . 
The material recapitulated from bar 466 i s l i t e r a l l y taken 
from bar 48, except there are now a few extra glosses and 
counterpoints, mainly the highly i c y sheen on si x solo v i o l i n s 
and celeste from bar 473» and the r i c h chords on trombones 
and tuba from the same place. 
Festival Fanfares (1986) 
f o r brass band 
Commissioned by Ayr Arts Festival with f i n a n c i a l assistance 
from the Scottish Arts Council, and premiered at the opening 
concert of the 1986 Festival by the Kilmarnock Schools Band. 
I t was l a t e r recorded and broadcast on BBC Scotland (January 1987). 
Although t h i s short work was w r i t t e n f o r young performers i t 
caused me t o ask some basic questions about the approach t o 
i t s composition and about the p r i o r i t i e s t o be achieved. There 
was a fundamental dichotomy between the p r a c t i c a l i t i e s of the 
task i n hand and the desire t o maintain some sort of aesthetic 
consistency i n my work. The prospect of w r i t i n g music f o r 
children has always interested me and I have had the opportunity 
i n the past t o do t h i s f o r choral and instrumental groups. 
I soon learned that the p r a c t i c a l p r i o r i t i e s are two-fold. 
The composer must be an educator i n that he must expand the 
perceptions of the young players t o a l l the d i f f e r e n t parameters 
of music, so that while they can enjoy the dramatic aural effects 
of harmony and rhythm they should also become aware of how these 
techniques are achieved. Through t h i s the young musician acquires 
some rudimentary an a l y t i c a l s k i l l s and, i n the broadest sense, 
begins t o understand the creative musical i n s t i n c t and t o see 
that musical composition i s a l i v i n g , human a r t i s t i c a c t i v i t y . 
A close association with the composer during the preparation of 
a work can enhance these perceptions. 
Recent experience i n Scotland has shown the benefit of using 
•the composer' i n an educational r o l e i n the community. Peter 
Maxwell Davies' work with children i n Orkney has produced some 
int e r e s t i n g results and i t i s an aspect of his work which the larger 
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i n s t i t u t i o n s see worthy of development. The Scottish Chamber 
Orchestra recently commissioned a work from William Sweeney 
fo r young players and singers (with the SCO) which involved 
hundreds of Edinburgh school-children. There w i l l also be an 
important educational function i n the 10 Strathclyde Concertos by 
Maxwell Davies, t o be commissioned by Strathclyde Regional Council 
over the next f i v e years, and used as the basis of teaching 
material i n schools i n the west of Scotland. 
I t was evident that there was a s i m i l a r motivation behind the 
Ayr Arts Festival committee i n commissioning Festival Fanfares and 
I was glad t o attend and direct rehearsals i n the month previous 
t o the f i r s t performance. The fundamental problem i n these types 
of works relates t o the musical language t o be used. How much 
can and should one compromise on styl e and aesthetics? Should 
one pander t o the tastes of performers and audience (considering 
the problems w i t h brass band repertoire) and run the r i s k of 
indulging i n pastiche? 
Further considerations with t h i s work were the technical 
l i m i t a t i o n s of young players (although I discovered t o my delight 
that Kilmarnock Schools Band offered me a l o t of scope here), 
t h e i r l i m i t e d experience of contemporary styles, and the 
objective of f u l f i l l i n g the specific requirements of the 
commission, which was to provide a fanfare f o r the opening of 
a f e s t i v a l . On t h i s l a s t point I was pleased not t o be confined 
t o making a singular fanfare gesture, but rather that I was given 
scope t o develop a number of 'fanfare 1 ideas w i t h i n a f u l l y - f l e d g e d 
overture-type movement. 
Therefore, although there are obvious fanfare motifs used as a 
basic thread throughout there i s also a general extrovert, abrasive 
s t y l e which communicates a sense of celebration, both f o r the 
s t a r t of the f e s t i v a l , but also f o r the players themselves i n that 
they can indulge i n musical a c t i v i t y of an uncommonly earthy nature! 
The large-scale form of the work i s 
A B (bar 14->) C (bar 50-?) B (bar 70-?) CODA (bar 79"*) 
The opening section involves a f l u g e l horn melody i n which 
element a i s important f o r subsequent development (see Ex«57)» 
a progression of two chords f o r horns and trombones, and a l i t t l e 
rhythmic f i g u r e on horns which i s t r i a d i c and i n i t i a l l y appears 
i n three note patterns: 
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The chordal construction i n t h i s opening section i s a pointer 
t o the reasoning behind ray eventual choices r e l a t i n g t o harmonic 
s t y l e . Being an ex-brass band player myself I remembered the r e l i s h 
w ith which I participated i n t r i a d i c music. I f anything was t o be 
maintained from conventional brass band s t y l e i t was t o be t h i s , 
and one can trace layers of t r i a d i c constructions throughout t h i s 
piece, superimposed i n a polytonal manner and evoking the 
Stravinskyian style of the second decade of the century. 
The main fanfare section begins at bar 14 and involves the 
most important fanfare motif which i s divided up and 'thrown round 1 
the cornets t o produce a s p a t i a l effect i n l i v e performance: 
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The p i t c h aggregate of t h i s motif i s important i n suspending 
a f l o a t i n g tetrachord t o n a l i t y at the top of the texture, against 
which the secondary idea (a low, growling two chord motif) sets 
up a c o n f l i c t i n g tonal tension since i t i s b u i l t from pitches 
mostly extraneous t o the fanfare motif. 
The subsequent manipulation of t h i s motif i s important i n 
shaping the dramatic proportions of t h i s section. Underneath 
a free development of the fanfare motif and element 'a' from Ex.57. 
the secondary 'growling' theme i s subjected t o a process of 
durational contraction, followed on each of the f i v e occurrences 
by a d i f f e r e n t dramatic consequent, and an ever—decreasing gap. 
The following graph shows t h i s : 
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The two materials (high instruments, low instruments) follow 
quite separate routes of development u n t i l the chopping quavers 
i n "bar 40 (trombones, euphoniums, basses) cause a dramatic 
i n t e r a c t i o n i n that the idea i s immediately echoed antiphonally 
i n bar 41 (cornets, horns, baritones), the two choirs linked 
by snares and timps. This i n t e r a c t i o n continues i n bars 44 and 
45 i n that the pitches chosen f o r the low instruments' bombastic 
consequent are of a complementary relationship t o the chords 
suspended above on horns and cornets. 
I n the new section which begins at bar 50 the demi-semiquaver 
flourishes and r a t t l i n g t r i p l e t quavers are momentarily maintained 
i n the cornets, embellishing a sustained D major t r i a d , over a 
s o l i d C major t r i a d i n the lower instruments which then introduce 
a new element from bar 51. Although t h i s idea i s f i r m l y of a 
diatonic nature, melodically and harmonically (the melodic shape 
proceeds i n block t r i a d s ) i t has a deliberate dodecaphonic construction: 
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This i s a most obvious example of ex p l o i t i n g the notion of 
the t r i a d , so central t o the taste of brass band players. 
However, t h i s section also shows how a simple polytonal layering 
of t r i a d s produces an effect which has elements of f a m i l i a r i t y 
f o r the performers but involves r e l a t i v e l y uncommon harmonic 
combinations. I n t h i s case the slow, f l o a t i n g chords on horns 
were deliberately chosen t o work against the chord types i n 
the lower r e g i s t e r . So the harmonic opposition between materials 
helps achieve a functional opposition, where one d i s t i n c t musical 
character i s superimposed on another, highly contrasted one. 
This eventually melts i n t o a re-working of the B material 
at bar 70 where the simple fanfare motif (Kx.58) i s transposed 
down a semitone. The major t r i a d i c chords from the previous 
section are maintained and subjected t o a gradual descent i n 
3rds (bar 69-76), and then both elements combine i n a chromatic p u l l 
?1 
towards octave P ' s covering the f u l l range of the band (bars 
76-78). 
Here the music rests and pauses before a Coda of deliberately-
organised chaos breaks: out. Again, i t i s t r i a d i c c o n f l i c t which 
causes the tension i n t o n a l i t y , combined with a renewed forcefulness 
i n gesture. The demi-semiquaver flour i s h e s , fast re.-iterated t r i p l e t 
quavers and brash t r i l l i n g on horns and trombones are a l l presented 
i n t r i a d i c formation. The following example shows the sp a t i a l 
organisation of these t r i a d s : 
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Below t h i s the bass instruments have an angularinote theme 
which follows an i r r a t i o n a l pattern of durational diminution, 




Pattern of durational diminution i n semiquavers ( c i r c l e d 
numbers are r e s t s ) : 
10 4 5 3 2 
3 2 3 2 2 




When the noise stops we become aware of a quiet, suspended 
chord which, along with the next, i s taken from the end of the 
opening section (see x i n Sx.57)» This o r i g i n a l progression 
culminated i n a chord, which had the note E as i t s root, i n 
bar 14, and t h i s note i s indeed the f i n a l s o l i d thud of the work. 
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Appendix 
Three movements from The P i p e r a t the Gates o f Dawn, 
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AN RATHAD DO DH1ARDTALLA 




f l u t e ( p i c e . ) 
* c l a r i n e t (bass c l . ) 
•horn 
v i o l i n 
c e l l o 
piano 
duration: 12 mins. approx. 
* w r i t t e n at p i t c h . 
T h i s p i e c e sprang from some extremely e v o c a t i v e memories of a v i s i t 
to the Hebridean i s l a n d of I s l a y i n J u l y 1983. I n p a r t i c u l a r I 
have concentrated on the memory of walking from Port E l l e n out 
towards A r d t a l l a (on the south coast of the i s l a n d ) , on a b l a z i n g 
hot Sunday morning. The road to A r d t a l l a i s strewn with r e l i c s 
of the i s l a n d ' s ancient h i s t o r y , and one i s reminded of i t s c e n t r a l 
p o s i t i o n i n the C e l t i c west by the br e a t h t a k i n g views of both the 
S c o t t i s h mainland to the e a s t , and the north co a s t of I r e l a n d to 
the south. 
Along the road one sees great standing stones dating back to the 
Bronze Age, evoking images of a p r i m i t i v e and pagan pa s t , alongside 
the more recent carved stones and c r o s s e s of e a r l y C e l t i c C h r i s t i a n i t y . 
A l l t h i s was seen through an almost "mediterranean" heat haze which 
c a s t warm colours over the s t a r k e r images on the road to A r d t a l l a . 
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"SONGS OF A JUST WAR" 
a song-cycle i n one movement 




Flute (d. piccolo) 
Oboe (d. cor anglais) 
C l a r i n e t (d. bass c l a r i n e t ) 
Harp 
Vi o l a 
'Cello 
(* This part may also be sung by a tenor) 
(Duration: 24 mins. approx) 
Texts: 
1) from "I'm explaining a few things" by Pablo Neruda 
(Chilean) 
(trans: Nathaniel Tarn) 
2) "The Children" by William Soutar (Scottish) 
3) "Ballads" by Tsou t i - f a n (Chinese) 
(trans: Jerome Ch'en and Michael Bullock) 
a. Three Spring Months 
b. Buds 
c. Dark Night (adapted s l i g h t l y by the composer). 
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SONATA FOR PIANO 
by 
James Ma.cMill.an 
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1. The Hermit's Mountain Cave 
2. The Awakening o f Sylvan C h i l d r e n 
For: Solo Oboe and ensemble 
( f l u t e , c l a r i n e t , h o r n , 
bassoon, ' c e l l o and 
* p e r c u s s i o n ) 
by James MacMillan 
The score i s w r i t t e n i n C 
* 4 Roto-toms, marimba, tam-tam, medium gong, suspended cymbal 
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P A H O P W S C O R K Y S T I M ® 
f o r l a r g e o r c h e s t r a 
by 
James M a c M i l l a n 
To Lynne 
INSTRUMENTATION 
3 f l u t e s (3rd doubling p i c c o l o and a l t o f l u t e ) 
3 oboes (3rd doubling cor anglais ) 
3 c l a r i n e t s (1st doubling Eb c l a r i n e t , 3rd doubling bass c l a r i n e t ) 
3 bassoons (3rd doubling, contra bassoon) 
4 horns 










Cuica (Lion's r o a r ) 
Tam-Ta'm ( l a s t 7 bars) 
Tubular B e l l s Vibraphone 
Tom-Toms (5) Suspended Cymbals 
(3 - hi g h , medium,low) 
Gong ( i e small tarn Large Tam-Tam 
-tarn) (sometimes w i t h bow) 
Bass Drum 
Clash Cymbals 
3.Timpani (one p l a y e r ) 
1 Piano (doubling celeste) 
1 Harp 
16 1st V i o l i n s . 
14 2nd V i o l i n s 
12 Violas 
10 Cellos 
8 Double Basses 
A l l instruments are w r i t t e n at p i t c h except octave doublings on: 
p i c c o l o , g l o c k e n s p i e l , double bass 
Duration: c.25 minutes 
Much of t h i s work i s based on the Gaelic lament tune 
"Great i s the Cause of My Sorrow", o f t e n known as 
"Murt Ghlinne Comhann" (The Lament f o r Glencoe), 
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